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Abstract 
Franz Liszt's essay, "De la Situation des Artistes et de leur Condition 
dans la Societe," published in the 6azette musicole de Paris between S May 
and 11 October 183 5. is one of the first comprehensive studies by a 
nineteenth-century French composer on the status of musicians in society. 
Liszt criticizes contemporary society for exploiting the talents of artists while 
disregarding their needs, and concerns himself with the creation of a new 
position for artists in society. The most frequently cited influence of the 
essay has been Liszt's contact with the Saint-Simonian movement. I wish to 
show that emphasis on the Saint-Simonians fails to show properly Liszt's 
debt to French Romantic ideas and philosophies during the 1830's. I define 
the social romantictsm that infused France and French artists and literary 
figues such as Victor Hugo, Alfred de Vigny and Alphonse de Lamartine, in 
the 1830's, and differentiate it from the utopian socialism of the period. I 
give an overview of the state of music journalism during the 1830's in Paris 
iv 
and discuss various relevant music-related journalists and their influences. 
specific aims and styles. Finally, I look at the compositional forms promoted 
and utilized by the Saint-Simonians and examine the compositions of Liszt 
during this period to see the extent of Liszt's experimentation with Saint-
Simonian idea3 within hi3 mu3ical compo3ition3, and make conclu3ion3 Zl3 to 
the principal musical ideas which the Liszt pursued. Though this critique of 
the essay, and a discussion of the various influences which led up to it, I 
suggest an interpretation that clearly recognizes Liszt's place within the 
French social romantics during the 1830's. 
v 
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Franz Liszt's essay, "De la Situation des Artistes et de leur Condition 
dans 1a Societe" was published in six installments in the uozette musicale de 
Parif between 5 May and 11 October 1835.1 It is one of the first 
comprehensive studies by a nineteenth-century French composer on the 
status of musicians in society. Certainly a shift in the position of the artist in 
society took place in the nineteenth century. It is interesting to examine the 
viewpoint of a composer on this change. Neither Beethoven or Schubert 
would ever thought of addressing such a topic; Schumann's comments are 
scattered throughout his writings.2 In Berlloz's discussion of his personal 
situation in his memoirs he suggests many of the complaints that Liszt 
makes clear. Liszt criticizes contemporary society for exploiting the talents 
of artists while disregarding their needs. He is concerned with the creation 
of a new position for artists. as he feels they have an almost sacred purpose 
to fullfill . I intend to provide an analysis of the content of the essay and to 
discuss the various influences which led up to it. I wish to suggest an 
1 Franz Liszt, "De la Situation des Artistes et de leur Condition dans la 
Societe," Gazelle Musicale de Paris . II (May 3. 1835 ),pp. 154-155. (May 10, 
1835) pp. 157-159, (May 17, 1835). pp. 165-166 (july 26 , 1835). pp. 245-
249, (August 30, 1835), pp. 285-292 and (October 11 , 1835), pp. 332-333; in 
Franz Liszt, Pages .Romontiques (Paris: Feliz Alcan, 1912), pp. 1-83. 
2 Robert Schumann, "New Year 's Editorial," ( 1835 ); from Sc.!Jumann on Music: 
A Selection from t/Je Writings , trans. Henry Pleasants, (New York: Dover, 
196 5 ), pp. 28 -30; one of the most concentrated statements of Schumann 
about his views on the current state of affairs for artists. 
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interpretation of it that clearly recogmzes Liszt's place within the social 
romantics in France during the 1830 's. 
Because Liszt almost surely collaborated with his mistress, the 
Countess Marie d'Agoult, in the "Lettres d'un Bachelier es Musique·· 
published in the Gazette musicale the following year, a great deal of 
controversy has centered on the question of the authorship of the essay. Yet, 
as recently shown by Edward N Waters, Liszt almost certainly was the sole 
author.l 
The growth of the press in the first half of the nineteenth century in 
France coincided propitiously with a confluence of musical journalism and 
literary romanticism in this decade. Defining the term romanticism is 
perhaps contrary to the spirit of romanticism itself: the Romantics 
themselves shied away from definitions, feeling that the expression of the 
inexpressable was intrinsic to romanticism itseU'. Indeed, Victor Hugo stated 
that romanticism is "a certain vague and indefinable fantasy .''2 However it is 
crucial to define the social romanticism that infiltrated France and French 
artists in the 1830's, and to differentiate it from the utopian socialism of the 
same period. 
1 Emile Haraszti was the first scholar to bring the authorship question to 
the forefront in "Franz Liszt-- Author despite himself: The History of a 
Mystification," Musical (Juarterly , XXXIII ( 1947 ): p. 490-516, where he 
attempts to prove that d'Agoult wrote all Liszt's early articles. This has since 
been disproven by the discovery of Liszt's autograph sketches of the ''De la 
Situation . .... article in the British Library. See Edward N. Waters, "Sur la 
Piste de Liszt," Notes , XXVII ( 1970/71 ): p. 665. 
z Quoted in Rey M. Longyear , Nineteentb-Century .Romanlici~m in Music 
(Englewood-Cliffs, New jersey: Prentice-Hall, 1969 J, p. 2. 
3 
I intend to give an overview of the state of music journalism during 
the 1830's in Paris and will briefly discuss varJOus mustc-related journallsts 
and their influences, specific aims and styles. Fetis, Mainzer , Berlioz. Castil-
Blaze, d'Ortigue, janin, and Sand are among the writers who work was 
contemporary with and familiar to Liszt. It is important to distinguish 
between journalists writing on music-related sub jects and musicians writing 
music-related journalism. One must acknowledge the difference between 
literary prose about music, and analytic or didactic writing. 
Liszt's biographers have spent much time discussing the vanous 
personal. philosophical and social influences that caused him to write and 
publish the essay in the 6azeue musJca!e de Pari-t . The most frequently 
cited influence was his contact with the Saint-Simonian movement in France, 
most recently documented by Ralph P. Locke in Afusic , Afusicians and tbe 
• .,";unt -.~imonbns and in his article ''Ltszt s Saint-Simonian Adventure."3 
Although these interpretations stop short of asserting that Liszt was a Saint-
Simonian disciple, which indeed he was not, they fail to show properly Liszt's 
debt to French Romantic ideas and philosophies during the 1830 's, of which 
his interest in the Saint-Simonians can be seen as a symptom. In my 
analysis of the ''Artistes .. . " essay, I wish to show that Liszt's emphasts on 
the Saint-Simonian doctrine simply represents an interest in current social 
movements shared by many French romantics; and in conjunction with the 
3 Raph P. Locke, Music, Musicians and the Saint-51mooians (Chicago: 
University of Chicago Press, 1986), pp. 101-106; Locke, "Liszt's Saint-
Simonian Adventure .·· Nioeteentll-C"e'ntury Music . IV ( 1980-81 ), pp.209- 227 
and V (198 1-82 ), p.281. 
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purely romantic statements made by Liszt in the essay, it certainly cannot be 
taken as a demonstration of his adoption of Saint-Simonian principles. 
Finally, I will look at Liszt's musical ouput and activities throughout 
the 1830's. By seeing the compositional forms promoted and utilized by the 
Saint-Simonians and examining the compositions of Liszt during this period, 
it will be possible to see the extent of Liszt's experimentation with Saini-
Simonian ideas within his musical composj tjons, and make conclusions as to 
the principal musical ideas which Liszt pursued. There are only a few of hi s 
works that can possibly have been inspired by a social or moral idea , such 
as the musicians in the Saint -Simonian movement promoted . 
Ltszt"s essay has not been translated into English. It is published in 
the original French in an 19 12 edition and Lin a Ram man translated it into 
German in her edition of the coJlected writings. 4 It has been examined only 
cursorily by scholars and biographers. Ralph Locke, who stressed Liszt's 
interest in the Saint-Simonian s .. has done the most extensive study on Liszt 's 
literary works during the 1830 s and their purpose and influences . 
However, Liszt the Romantic, in the context of this essay, is a v iew which has 
not been brought to light previously . It is that angle which 1 wish to pursue. 
4 Franz Liszt, Pages .Rom antique.~ (Paris: Feliz A lean, 191 2 J. 
CHAPTER TWO 
Social Romanticism and its Relationship 
to the Saint-Simonian Movement 
As in England and Germany, romanticism in France initially pervaded 
literature, and only later spread to other areas of fine arts. Yet the new 
philosphy took its own unique turn in France, so that it will be necessary, for 
the purposes of this study, to distinguish between romanticism proper, and 
what has come to be called French social romanticism . In addition, we 
should consider the relationship of both of these to the important French 
philosophical movement: the Saint-Simonians. 
The romantic philosophy powerfully affected the attitude of the artist 
about his role in society. In the 1830 ·s, many of the romantic French 
writers, poets and musicians expressed a concern about the situation of 
current society through their works. This describes what is known as social 
romanticism.! According to many scholars. the French Saint-Simonian 
movement influenced the artists of the 1830 's who felt strongly about the 
social role artists played in society. Some have accused these artists of 
straying from romanticism. Certainly Saint-Simonian views on art 
influenced thinkers during this period, yet important differences existed 
between their movement and romanticism per se. 
In a general way French romanticism can be described as a rejection 
of the rationalism preached by French eighteenth-century philosophers of 
the Enlightenment such as Voltaire and Montesquieu who believed that the 
1 David 0. Evans, Social lfomi1111ici~m in Fri111ce 18}{J-1848, (Oxford: 
Clarendon Press, 1 9 51 ). 
power of human reason alone explains man 's existence and condition. Man 
maintains unity and order by adjusting reason according to external 
situations. The rationalists viewed the faculties of the imagination and 
intuition with suspicion. While they did not deny the existence of the 
imagination, it was not a faculty acknowledged within the cognitive process. 
In fact, exercise of the imagination, because of its unpredictability, impaired 
the natural function of hu man reason. In line with this emphasis on rational 
control, the rationalists pursued the reform of social institutions and the 
formation of new ethical codes, for which the imagination was impracticable 
as a weapon for change. Because man ideally functioned only with his 
reason . he increasingly strove to isolate himself from God and dismiss the 
role of religion. 
Rousseau , at the latter half of the century, essentia11y smoothed the 
path for the move away fro m rationalism. He put forth the idea of man 
liv ing in unity . He declared that reason alone does not explain and rule 
man 's existence. Man strives for an ideal situation , described by Rousseau as 
a natural state unencumbered by civilization. The inevitable compromise 
with the strictures of civilized society creates victim s out of ·natural' men. 
Rousseau exemplifies the pre-romantics because he glorifies these idealistic 
individualists who attempt to disregard certain societal conventions which, 
in the end, constrain them. An exotic naturalism surrounds his 
indiv idualists, anticipating romanticism 's preoccupation with the exotic and 
unfamiliar. The eighteenth-century rationalists and pre-romantics viewed 
the French Revolution as the impetus for a new social order . In actuality , a 
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lack of stable leaders and any sort of ordered regime characterized the 
society that emerged after the Revolution. 
The Romantic literary movement in England and even more in 
Germany blossomed in the last two decades of the eighteenth century before 
France came under its sway. Following the French Revolution, English and 
German Romantic literature finally filtered into France. In the late 
eighteenth- and early nineteenth centuries, young French literary figures, 
disillusioned with the literature of the previous generation and its deceptive 
promises of an ideal society, avidly read Byron's CluJde Harofd:f Pilgrimage 
and Al anfred , MacPherson 's pseudo-Ossianic poetry, Goethe's Werther , 
Burger·s Leonore and Schiller 's dramas. Their disillusionment, a frustration 
often described as lll3f de siec/e , provided the spark for a specifically 
French type of romanticism.2 
Madame de Stael's .De /3 fitterature cons1deree dans ses rappor ts avec 
Jes institutions scoJ'afes published in 1800, and .De J'AJ/emilgne published in 
1814. represent two of the important works of this early romantic period.3 
In the fir st of these two collections she laid down the groundwork for a new 
French literature. She declared political freedom as the necessary element 
for the formation of a new society and literature: every country, climate and 
2 Chateaubriand 's .Rene ,1805. a semi-autobiographical insert into his (lenie 
du Cbrb'ti;misme , contains the first definition of this term. It defines mal de 
siec/e as disgust and dissatisfaction experienced by the sensitive individual 
for the immediate world which surrounds him. 
3 lJe J"A/Jemilgne was fir st scheduled for publication in 1810, however after 
de Stael ill-advisedly sent a copy to Napoleon requesting his endorsement, 
he seized and destroyed the book and banished the author fr om France. 
delaying the French publication. 
society has a literature particular to it; artistic beauty and worth are always 
relative to internal situations. Therefore, the rules that dictate and evaluate 
the art cannot be predetermined. She suggests that literature represents the 
heart and soul of a particular country and culture at a particular time by 
classifying all literature as either northern or southern literature, as A. W. 
Schlegel had done in 1798. Because France had formed a new society on 
the rubble of revolution, the French now must create a new literature which 
conveys " a more forceful kind of beauty, a more philosophical, and more 
moving portrait of the great events of life ."4 She stated the German romantic 
prescription: whatever greatness man achieves he owes it to the painful 
realization that his destiny will always remain uncompleted . In other words, 
the true romantic art (or artist) is always in the process of becoming. 
The similarity of de Stael's work to that of a German philosopher is not 
coincidental; indeed she took on the role of a systematic aesthetician in the 
Germanic tradition. In fact , she wrote lJe JA/Jemagne , which analyzes 
German literary romanticism, after making an extended journey to Germany 
and familiarizing herself with the works of A. W. Schlegel, Goethe and 
Schiller . She suggests that a close inspection of that literature will allow the 
French to discover their own romantic literature. She emphasizes the 
German's enthusiasm, mysticism and spirituality, noting the parallelism 
between poetic and religious expression. The poet must search for meaning 
within himself instead of following models from the outside world. 
If de Stael represented the first of the French to present a formal 
romantic theory with a careful combination of sentiment, emotion and 
4 Madame de Stael, On Politics , Literature, and National Cbaracter , Trans. 
by Morroe Berger (New York: Doubleday, 1964), p. 228 . 
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reason, Chateaubriand personified an early romantic who infused his works 
with poetic lyricism touching on the main romantic themes, and who 
emphasized the connection between all forms of artistic expression and 
religion. Chateaubriand's Genie du Christi/i11isme published in 1802, sought 
to shake off artificial rules and reason as substitutes for genius and 
proclaimed God as the ultimate source of art. Chateaubriand singles out the 
artist as the one able to unvail truths to the uninitiated because the artist 
sees an expanded and almost infinite view of the world. Chateaubriand, in 
his narrative l?ene , interprets the feeling of mal du siec/e as a 
disillusionment with the world because of an inexpressable nostalgia for God, 
described by Chateaubriand as a vogue des passions.. This vogue des 
passions , by necessity, affects the poet. 
l?ene articulates many of the themes found in the later French 
romantics. The poet desires to communicate to the world his responses to 
inner feelings and presentiments of the infinite (God). But because his inner 
vision has no tangible relationship with things in the outer rational world 
and he has no intrinsic vocabulary to express what he sees or feels, he must 
seek a personification of his vision using things of the real world, frequently 
drawn from nature. Thus, meditation upon or comparison to those things in 
nature, by transference, can allow the poet to experience the ideal world of 
the divine. This personification of the inexpressable inner life by way of the 
outer world represents a common romantic mode. Chateaubriand also 
touched on the romantic themes of isolation of the poet, the poet as a 
creature unlike other men, misunderstood and mistreated by the society in 
which he lives. 
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Despite their indubitable influence, neither Chateaubriand nor 
Madame de Stael inspired a unified move toward romanticism . In fact , in 
the 1820 's, the artists most interested in the overhaul of literary theory, 
those who formed the first romantic cenec/e, divided themselves into two 
separate camps: liberal and conservative. The liberal romantics, writers such 
as Sainte-Beuve and Stendhal, vehemently professed anti-classical views, yet 
claimed admiration for the works of the eighteenth-century rationalists. On 
the other hand , conservatives such as Alfred de Vigny, although confessing 
political inclinations towards classicism; ie~ the monarchy, touted 
Chateaubriand as a model of romanticism . 
Victor Hugo can be credited with instigating the rapprochement 
between the two factions . He reconciled himself to liberalism by the time of 
his Ode a Jo Colonne de 1827 and worked to convince other conservatives by 
instituting the second cenec/e with Sainte-Beuve. Hugo's Preface de 
Cromwell , published in 1827, formulated a doctrine for the French 
romantics which consisted of complete opposition to rules and restrictions. a 
main point being that in order to make true poetry, one must have a 
harmonious blend of opposites. He urges the juxtaposition of the sublime 
and the grotesque, as the parallels to body and spirit in the whole man. 
Along with the leadership and success of Hugo came an end to the 
organizational aspect of the cenecle, presumably made necessary by the 
numerous opponents in the conservative forces still adhering to the long 
classical tradition. By this time, the spirit of individualism pervaded the 
literary world and became one of the most important romantic ideals. 
I I 
By the 1830's, many of the romantic literary figures began to produce 
works that reflected this growing social romanticism. The reforming efforts 
of the French Revolution, followed by the onset of industrialization and the 
rise of a new working class in as early as the 1820's, led the romantic 
writers, already drawn by the idea of the artist as one specially chosen by 
God to reveal inexpressable truths, to intensify their concern about the 
artist 's place in society. Peter Bloom, in his dissertation, Fr110~is-josepJJ 
Fetis ond the .Revue Afusica/e , goes so far as to say "that the movement of 
French romanticism itself should be considered not so much a result of 
various individuals' artistic self -expression as rather a result of various 
artists ' social com mitment."S Indeed, the work of these French artists 
exemplifies social romanticism. However , the social concern they evidence 
objectifies an artist's subjective dreams of the ideal, rather than urges 
concrete solutions to problems observed in the rational world . Their 
evocative and occasionally imprecise language in particular, betrays this 
translation of their inner views to the outer world. The assurance with 
which they express themselves also reveals an abosolute refusal to moderate 
their messages in any way. This rejection of compromise confirms the extent 
to which they perceived their vision as transcending experience and the 
material world. 
Hugo, de Vigny and Lamartine asserted this social romanticism. De 
V igny's Ste/Jo communicates the poet's responsibility in representative 
language: 
5 Peter Bloom , Franwif-Josep!J Fetif and the .Revue Afusico/e {Ann Arbor: 
University Microfilms, 1972), p. 62n. 
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I have faith in myself, because I feel at the bottom of my 
heart a secret power, something indefinable and invisible, which is at 
once a presentiment of the future and an insight into the past, where 
lies the mysterious germs of the present. I have faith in myself 
because there exists in creation nothing beautiful. nothing grand, 
nothing harmonious which does not send a prophetic quiver through 
me, which does not make itself felt in my very bowels, and fill my 
eyes with divine and mysterious tears. I believe firmly that I have 
been called to a transcendental vocation; the proof is in the boundless 
pity which all men, my companions in misfortune, inspire in me, and 
my constant desire to reach out to them and sustain them with words 
of sympathy and love.6 
In the 1820 's, many writers, including de Vigny and Hugo, adapted 
the popular story of the young writer Thomas Chatterton, defeated by a 
society which did not understand him and left to starve and finally com mit 
suicide. To the French, the image of this persecuted and misunderstood 
artist in France demonstrated the inevitable outcome of a young person 
attempting to instigate new literary conventions and lifestyles in a world not 
yet ready to accept change. De Vigny 's most representative statement about 
the situation of the artist in the nineteenth century can be found in the 
preface to his play Chatterton , published in 1835 . De Vigny differentiates 
the Poet (artist) from the Great Writer or the Man of Letters. 
Emotion with !the poet] is so deep, so intimate that it has plunged him 
from childhood in involuntary ecstacies. in endless reveries, in infinite 
discoveries. Imagination possesses him exclusively. His powerful soul 
judges and retains everything with a sure instinct and a strong 
memory. Disgust, vexations and the resistance of human society 
throw him into deep depression and black indignation ... He should 
do nothing useful or workaday so that he may have the time to listen 
to the chords slowly shaping in his soul. .. 
6 Alfred de Vigny, Ste/Jo,· A Session witil IJr. Noir, Trans. by Irving Massey 
(Montreal: McGill University, 1963 ), pp. 18-19. 
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--It is in his first youth that he feels his strength and for sees the 
future of his genius, that with love he embraces life and nature, that 
he arouses mistrust and suffers rebuff. 
He cries to the people: "It is to you that I speak" and the 
multitude answer justly enough; "We do not understand." ... He cries 
to the state: "Heed me and help me live." But the state replies that it 
is set up to protect positive interests . . . . He can become a Man of 
Letters or even a Great Writer. . . . judgement will kill Imagination, 
. .. but in any case he will kill a part of himself . . . as Chatterton killed 
himself altogether? 
De Vigny concerned himself with the restoration of the rights of the artist. 
Paradoxically, he continued to present a picture of an artist whose creativity 
somehow links up proportionally with his suffering. He did not advocate the 
necessity of suffering to stimulate an artist 's creativity, however, despite the 
fact that accusations made against De Vigny frequently try to make that 
point. The Saint-Simonian-influenced writer Alexandre Saint-Cheron, 
pointing the finger at de Vigny 's C/Jatterton , claimed that it "has become 
common to pretend [it] was necessary for [the artist] to suffer profoundly in 
order to produce great works."8 
Lamartine 's style evolved from naturalistic evocations to a clear 
conception of what romantic poetry should be. His views vacillated between 
personal inspiration and the world of experience and reality, finally finding a 
balance peculiar to French romanticism. In the 1834 preface to his first 
Afeditotions Poetiques , he sees the poet as an interpreter for the people. 
Henceforth, these popular geniuses must concentrate all their efforts 
in making popular the truths derived from love, reason and the 
7 jacques Barzun, Berlioz and tile /?om antic Century (New York: Columbia 
University Press. 1969), Vol. 1, p. 263 . 
8 Alexandre Saint-Cheron, "De la Position Sociale des Artistes ," LA , IV 
( 1832 ), p. 53 ; all translations are my own unless otherwise indicated. 
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exalted emotions of religion and inspiration. This kind of poetry 
remains to be written: the times demand it, the people are hungry for 
it; they, in fact, are more instinctively poetic than we are, because 
they are closer to nature than we are. Yet they require someone who 
can interpret nature for them. It is for us to render service to them. 
to explain to them in terms understandable to them, all that which 
bespeaks the goodness, nobility, generosity, patriotism and the piety 
that God has placed in their hearts.9 
In the preface to his 1837 Les Voii lnterieures , Victor Hugo speaks of 
the poet's obligation to express the social concerns of his era: 
. .. The poet has a serious task to perform. Without going into his 
civilizing function here, for it is for the poet to underscore political 
events as historical events when they merit such attention.lO 
By 1840 Hugo, in his Les Rayons et Jes Ombres , had completely for mulated 
his conception of the role of the poet. He wrote with assurance about the 
poet as leader , educator and advisor to society. These chosen ones receive 
their inspiration fr om God. In this work, Hugo's romantic lyricism merges 
with his more practical convictions. The last stanza of Hugo's "Fonction du 
Peete," describes this: 
11 rayonnel il jette sa flam me 
Sur l'eternelle verite! 
Ilia fait resplendir pour I' a me 
D'une merveilleuse clarte. 
11 in on de de sa lu miere 
Ville et desert, Louvre et chaumiere, 
Et les plaines et les hauteurs; 
A to us d 'en haut ilia devoile; 
He radiates! he casts his flame 
on eternal truth! 
He makes it shine for the soul 
with a marvelous clarity. 
With his light he suffuses cities 
and deserts, the Louvre and 
cottages, plains and plateaus; 
he unveils the light above to all; 
9 Alphonse de Lamartine, "Des Destinees de la Poesie," in Oeuvres de 
Lamartine , .Premieres Meditations Poetiques (Paris: Lahure, 1912), pp. lxi-
lxii 
10 Victor Hugo, Les Voir lnterieures ,in Edition NationalePoesie , Vol. II I 
(Paris: G. Richard, 1885), p. 214 
l:S 
Car la poesie est !'etoile 
Qui meme aDieu rois et pasteurs!ll 
for poetry is the star that shows 
God to the kings and shepherds! 
In the preface to the work, Hugo acknowledges the importance of the 
personal experience of the life of the poet for the creation of poetry, but he 
again gives credence to the idea of the poet's obligation to his age: 
The author believes that any true poet, regardless of his own beliefs. 
gotten from his arrangement of the ideas bequeathed him by eternal 
truth. must contain within himself the compendium of the ideas of his 
time.l2 
The socialist Saint-Simonian movement established itself by 1825 in 
France. Certainly Saint-Simonian views on art influenced the young literary 
and artistic figures of the period. yet a gap lies between the Saint-Simonian 
movement and social romanticism. Saint-Simon wanted to reorder society to 
serve the interests of the poor beginning with the top officials in 
government. Saint-Simon wished to put the most prominent members of his 
three identified societal groups: industriels (industrialists); savants 
(scientists); and artistes (artists) in leadership positions. believing that the 
productivity inherent in their professions would stimulate prosperity and 
eliminate suffering. He urged a utopianism which abolished the rights of 
aristocratic birth and relinquished competition in the economy in favor of 
cooperation. He incorporated the vast number of workers into society by 
industrial production and mechanization. He encouraged the masses to 
submit to the greater powers of the chosen leaders. Saint-Simon's slogan. 
11 Hugo, "Fonction d u poete ," in EditJon . . . , Vol. I I I. Les J?ayons et Jes 
Ombres , pp. 405-418. 
12 Hugo, Les J?ayons . . . , in Edition . . . , p. 403. 
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"since everything is done by industry, everything should be done for 
industry," indicates a major emphasis on the primacy of industry.l3 
Saint-Simon viewed art as a means of social control. Art must be used 
"as a weapon in the struggle for a better society." 14 Art plays a role in the 
culle , the worship service of the new Christianity, the religion of the 
industrial society. The preacher, the poet and the musician, each must use 
his respective eloquence to remind the people of their moral purpose. 
The Saint-Simonian disciple Leon Halevy stressed the Saint-Simonian 
role for artists even more forcefully. His Opinions litteraires, Pbi/ospbiques 
et lndustrie/Jes: {fn JJio/ogue of 1833. shows the artist among the rulers of 
society. He divides the artistically inclined into three subcategories: the 
vu/garifllteur (populariser ), the artist as the promoter of soci,ally 
progressive ideas urged by science; the instig11teur (inciter ), the artist 
inspiring the rulers of society to make decisions that regenerate society; and 
the reve//Jteur(revealer ), the artist discovering and manifesting unrevealed 
truths. 
Emile Barrault presented his doctrine in a pamphelet, A u.r Artistes in 
1830 in a manner designed to appeal to the Romantics, to convince them that 
the Saint-Simonians perceived artists as important and powerful figures. 
The word Artist should not be taken simply to mean the painter, the 
musician, the sculptor, and so forth, for whom it seems to be reserved, 
but also the poet, and the orator, according to the broader acceptance 
13 Oeuvres de Sllint-5/mon et d:Enftmtin(Paris : E. Dentu, 1865-78, reprint, 
Aalen: Otto Zeller, 1963-64), Vol. 27, p. 4, trans. in Ralph P. Locke, Music, 
Musici/JIJs /JIJd t.be Sllint-Simoni/JIJs (Chicago: University of Chicago Press, 
1986). p. 10. 
14 Locke, A!LJsic, Afusicia.ns a.nd rbe Saint-Simonia.ns , p. 18. 
17 
which Saint-Simon has rightly restored to it, since poetry and 
eloquence are no less arts than are painting and m usic.l5 
Barrault evoked the imagery of the soaring bird (Icarus ) and the implication 
of Prometheus the fire bringer, suggesting freedom, independence, heroism 
and suffering.l6 He made clear that the artist carries out a mission from God 
to manifest truths beyond art itself. 
If Romanticism tends toward a preoccupation with the inner feelings 
and the individualism of the artist, and Saint-Simonianism sees the artist 's 
place in society as an active one similar to a scientist or a politician, then the 
two, indeed, must be at odds. The Saint-Simonians so stressed the social role 
of the artist that they completely abandoned the notion of art as an activity 
of the creative imagination. For the French romantics, those listeners and 
viewers who perceive a work of art make aesthetic demands on the artist 
because, in the very act of perception, they determine the form and content 
of the work. For the Saint-Simonians, the perceiving subject accepts a work 
of art that he somehow unknowingly needs in order to function productively 
in society. The Saint -Simonian doctrine does not articulate the romantic 
view that artistic content stems from an artist's internal feeling s or 
inspiration. The Saint-Simonians show no intrinsic interest in the romantic 
fascinations with myth or fantasy, beyond an occasional linguistic use of 
romantic imagery, while the romantics intrinsica11y concerned themselves 
with the fusion of internal productions of the imagination and the external 
15 Emile Barrault, A u.r Arti~tes : 1Ju Passe et de !A venir des Beau.r-Arts 
(Paris: Alexandre Mesnier. 1830 ), p. 5 
16 lbid., p. 77-79. 
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world. The gap between true Saint-Simonianism and romanticism, when 
presented in this light, appears unbridgeable. 
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CHAPTER THREE 
An Overview of French Musical Criticism 
during the 1830s 
In order to place Liszt in his proper context, this chapter gives an 
overview of the state of musical journalism during the time when he acted 
as an occasional journalist in Paris. I will trace the various backgrounds of 
the writers who produced the music criticism that Liszt certainly would have 
known, and attempt to adduce the reasons for the tremendous groundswell 
of specifically musical journalism during the 1830s. The .Revue Musicale , 
l Artiste , and the (;;uette el .Revue Mu~~icllie emerge as the most important 
journals for this study. The somewhat archaic style and historicist ideas of 
Francois -jospeh Fetis greatly influenced the tone of the .Revue Musicale . 
jules janin's journal l 'ArtJ:fte , displays a much more modern style, 
approximating a truly romantic type of criticism. On the other hand, in 
political journals such as l 'Org/111isateur and le (1/obe , Saint-Simonian-
influenced critics, such as Barrault and Alexandre Saint Cheron, present ideas 
not particularly compatible with those of the romantics. One must 
acknowledge the widespread influence of Berlioz's journalism, and to 
recognize its peculiar mixture of romantic ideas and the more practical 
concerns of an active musician. With the advent of the Gazelle et .Revue 
A!usica.le , publisher Maurice Schlesinger united under the masthead of a 
single journal a multitude of famous writers, artists and musicians, all in the 
name of musical journalism. Indeed, these contributors to the uazette et 
zo 
l?evue Musicale represented the musical-literary circle in which Liszt took 
part during the 1830s. 
The first half of the nineteenth century in France saw a virtual 
proliferation of journali~m . Monthly, weekly and daily periodical~ began to 
deal specifically with literary and musical topics. Many of the literary 
journals regularly contained a number of articles on musical subjects. By the 
1830s, several journals appeared which were devoted to music and musical 
criticism. This major growth and expansion of the nineteenth-century 
French press leaves us today with volumes of valuable documents; yet 
unfortunately the bulk of these writings remains uncatalogued and 
unresearched. Certainly the work -in-progress of the Repertoire 
international de /a presse musicale du dir-neuvieme siec/e (RIPM ) 
represents a major step in correcting these lacunae. 
Many have perceived the standard of French music journalism in the 
1830s as lower than that of the contemporary activity in German. Berlioz 
and Fetis usualJy stand out as exceptions to this paucity of French talent.! In 
order to deflate this rather pejorative generalization, one must divide the 
various writers on music into different groups, for the actual aims of various 
journals and journalists differ immensely. H. Robert Cohen, General Editor of 
RIPM identified four categories of writers on music: 1) literary figures in the 
theatrical world who wrote about music in addition to a variety of other 
I Kerry Murphy, Hector Berlioz fJJJd tbe lJeve/opment ofFrenc.b Afusic 
Critic1:~m (AnnArbor: U.M.l. Research Press, 1988 ), p. 13. 
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subjects; 2) writers hired by journals as music critics: 3) composer-critics 
and 4) critic-historians.2 
The musical backgrounds of these writers varied greatly; certainly 
many of them had little formal music training, for many came from 
groundings in the literary world. Cohen has pointed out that if the various 
writings "are not always the result of intense reflection, they are nonetheless 
frequently the reflections of skilled writers and at times of well-trained 
musicians."3 Most of the operatic theatre critics in the early Restoration 
( 1815- 1830) were literary critics whose criticism only discussed the libretto. 
In their criticism, one finds it often difficult to distiguish between purely 
spoken and operatic theatre. 
The earliest attempts at musical journalism in France occurred in the 
early eighteenth century, at which time the Afercure de France included 
concert announcements and reviews for the Concerts Spirituels, instituted in 
1725. Little else existed until the early nineteenth century when, in 1802, a 
person calling himself Citizen Cocatrix edited the Correspondance des 
amateurs musiciens . This publication had a record run for that time, from 
1802 to 1805; no other such publication had lasted for more than two years. 
In 1804 F. j. Fetis , j. B. Roquefort and F. H. Delaulnaye attempted to publish 
the journlll de Musique et des theatres de tous Jes pays, only to see it fold 
after a month. This journal continued the debate about French and Italian 
music initiated by the (Juere/Je des bounons , and also related music to 
2 H. Robert Cohen, "The Nineteenth-Century French Press and the Music 
Historian: Archival Sources and Bibliographic Resources," NineteentiJ-Century 
Music , V I I ( 1 9 8 3), p. 1 4 2. 
3 Cohen, "The Nineteenth-Century French Press ... ," p. 142. 
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certain philosophical questions, later an area for which Fetis showed a 
proclivity.4 An anti-Mehul and anti-Spontini publication, Les Tab/ettes de 
Polymnie , published by Alexis de Garaude, ran from 1810 to 1811. During 
the 1820's Adrian Lafage edited the journlll Generlll des 110nounces des 
oeuvres des musique which contained brief articles on musical events and 
people associated with music. Both the literary journals, J?evue de Pan:f and 
J?evue des 1Jev.r Mondes contained sporadic columns devoted to music, the 
so-called "Chronique" sections. Often these did not include technical articles 
about music. but reviews of theatrical and other events. However, an 
occasional article covered a serious subject such as Castil-Blaze 's 1835 essays 
on Lully in the J?evue de Porif .5 
The emerging emphasis on instrumental music, and the participation 
of increasing numbers of people in concert activities probably influenced the 
growth of music journalism. Criticism and commentary before about 1830 
mainly concentrated on opera. Under the innovating influence of Baillot's 
chamber music series founded around 1820; the Societe des Concerts du 
Conservatoire founded in 1828; the Societe de l'Athenee Musicale founded in 
1829; and the Concerts Valentino founded in 1837, however, more people 
became familiar with instrumental music, and especially, with the 
symphonies of Beethoven.6 The Societe des Concerts du Conservatoire was 
" Dorothy Vein us Hagan, Frencb Musical Criticism between tbe J?evolutions 
/8}0-1848 (Ann Arbor: University Microfilms,l965), p. 1. 
5 Fran~is Henri-jospeh Castil-Blaze, "Lulli," Revue de Puif , VII I (August, 
1835), pp. 73-98 and 145-169; in Murphy, Hector Berlioz ... , p. 14. 
6 Katherine Kolb Reeve, "Rhetoric and Reason in French Music Criticism of 
the 1830 's"; in Music in Pan:f in tbe £igbteen-Tbirties . ed. Peter Bloom 
(Stuyvesant , New York: Pen dragon Press, 1987), pp. 537-551 . 
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the first series limited to professional performers and organizers, although 
the audience largely consisted of the social elite? The growth in sheer 
numbers of people participating in daily concert life went hand in hand with 
increased musical journalism. 
In january of 1827 a prospectus appeared for the J?evue Musicale . the 
first significant music journal of the period. Fe tis initiated this journal, and 
supervised its publication and acted as editor and primary contributor , m 
addition to his position of professor and librarian at the Conservatoire m 
Paris. In the prospectus, he stressed the current need for a comprehensive 
journal devoted solely to music, "because the time for secrets about 
everything has passed, and today those who start to talk about the my steries 
ol tbeir art will be hissed ."8 Due to the growing universal awareness of 
musical art, Fe tis felt the need to explore and expand the subject, as well as 
to educate the public about it. Obviously, the inadequacy of the brief articles 
and lew!Jetons on musical subjects in literary and political journals needed 
to be remedied.9 Other countries had progressed far ahead of France in this 
area: 
Although less advanced in this way than other neighboring countries, 
France nevertheless posesses a considerable number of periodical 
writings in all the genres. Only music. least favored of all the 
creations of man's genius. has not had until now an organ that spoke 
7 Elisabeth Bernard, "Les Abonnes a Ia Societe des Concerts du Conservatoire 
en 1837"; in Music in Paris . ... pp. 41 -54. 
8 Francois-Jospeh Fetis, "Utilite d'un journal de Musique et Plan de celui-ci," 
Revue Musicale . I (February, 1827), pp. 1-2; in Arthur Pougin, "Notes sur Ia 
presse musicale," Ency/opedie de /a Musique et .Oictionnaire du 
Conservatoire . VI. p. 3 8 4 8. 
9 Since 1822 in the journal des ./Jebats there had been a regular column on 
music written by Castil-Blaze. 
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its language, whereas Germany posesses five journals or reviews on 
that subject, England four . and several other countries in the north at 
least one."10 
The first regular issue (no. 1) of the .Revue Musicale came out in the 
second week of February 1827 and continued weekly until 1835. A very 
serious, academic tone characterized the journal. It contained dicussions of 
music history and aesthetics, extracts from and reviews of important new 
theoretical works, criticism of recently published compositions, concert 
reviews, and biographies of composers. Fetis also made translations of 
articles from foreign publications. Peter Bloom suggests that in the 
publication of his .Revue Alusicle , Fetis· tendencies were those of a 
pedagogue, and that a not-so-modest sense of conceit caused him to continue 
the journa1.11 
Fetis, to some extent. followed the line of thought pursued by the 
Saint-Simonians in his belief that art must be made accessible to society by 
way of a universal positivist education. He felt that "after the revolution of 
1830. the state of things was as unfavorable as possible for the arts, 
particularly for music, which only was tempered by the feeling of 
community which had survived from the first revolution and which 
preserved the practice of good manners."12 
10 Fetis, "Utilite d'un journal de Musique et Plan de celui-ci," RM, I 
(February, 1827 ), pp. 1-2; in Pougin, "Notes sur la presse musicale," 
Ency/opedie . .. , p. 384"; 
11 Bloom, "A Review of Fetis's .Revue Musicllfe ;" in Music in Pui.-r ... , pp. 
55 -79. 
12 Fetis, "Examen de cette question: Si la forme des gouvernements libres est 
favorable aux arts et particulierement ala musique ?" RM. XI (April 23. 
1831 ), p. 91. 
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We must observe the recent reform of the professors of the 
Ecole royale de Musique: it really needs an administrator; 
because the morale of artists whom one certainly does not offend in 
vain is being disturbed. The choice of professors in a school as 
important as the Ecole royale de Musique must be accompanied by the 
greatest strictness; but once this choice has been made it must be 
respected unless these professors bring on their dismissal by guilty 
negligence in carrying out their duties . For an artist to be something, 
he needs a future and security. The reforms, the reorganizations that 
I have seen for a long time now are giving way to a state of things 
worse than before, bringing forth discouragement instead of the 
rivalry that one wants to create. Those that it engulfs; they are 
accustomed to consider their situation as a precarious state , and as 
zeal counts for very little, each has only what is necessary in order not 
to be blamed. It is an unarguable truth, what a bad and 
anxious state exists for all musicians.l3 
Fetis ' view on educational programs encompassed much more 
than the Conservatoire and other professional music schools. Hw wanted to 
educate the entire nation, not just those who possessed musical talent. 
A certain levity [fickleness] inseparable from the education of the 
upper classes, makes them often prefer more ephemeral creations to 
things more profound and more beautiful. But there is no need for 
alarm. The concerts of the Ecole royale de Musique, the formation of 
numerous philharmonic societies in all corners of France. the 
establishment of large, annual musical festivals. the good works of the 
Institution royale de Musique religieuse. directed by Choron, its public 
exercises and the resultant restoration of sacred music, the 
"naturalization" of good Italian and German music. and the continuing 
efforts of several conscientious men--all of these things, I should say, 
will in the end enable the musical education of the French nation to 
achieve a desirable degree of perfection.14 
13 Fetis, "Considerations sur les reformes nouvelles," RM , I I ( 1828), pp. 559-
560. 
14 Fe tis, "De !'education sociale en ce qui concerne la musique," RM. VI II 
(May 29, 1830), p. 113; trans. in Bloom. Fran~iti:/osep.IJ Fetiti and t.be .Revue 
Alusicale (Ann Arbor: University Microfilms. 1972). p. 387. 
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Unlike the Saint-Simonians, he believed that government should 
encourage and support the arts rather than control them. He claimed that 
government bureaucrats, lawyers and financiers suffocated artists as they 
saw creativity, poetry and emotions as subservient to order.15 They tended 
to be interested in material rather than moral issues. Yet given the political 
situation in his day, Fetis certainly would not support a society in which art 
and artists had to fend for themselves; he insisted that "the Minister and the 
Chambers will make it their business to develop more and more the 
resources one would expect from the government."l6 
Nevertheless, Fetis was realistic about the improbability of complete 
government support and recommended self -sufficient programs. In an 
article in the J?evve Afvsica/e in 1831 he proposed an association of 25,000 
individuals who would pay a yearly dues of 25 francs.17 The association 
would sponsor ten biweekly concerts between December and April each 
year . It would provide for a large orchestra and chorus, a new concert hall 
and a library. He had other comments and suggestions: 
Since the revolution artists are no longer assured of their pensions 
and nothing safeguards the existance of the lone institution of 
music which resisted nearly all those destructive factions . Since 
there is nothing tangible for these artists it is up to the many friends 
of French music to help the artists that the state refuses to help. Let 
us have music festivals like in Germany and England.l8 
15 Fetis, "Examen de cette question .. . ," pp. 89-92. 
16 Fetis, "Sur l'Industrie Musicale," RM, X (January 1, 1831 ), p. 228, trans. in 
Bloom, "Fran~is-joseph Fetis . .. " , p. 390. 
17 Fetis, "De la necessite des associations pour preserver la musique de sa 
decadence en France," RM , XI (April 9. 1831 ), p. 73-7 4. 
18 lbid. , p. 73 -74 . 
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Fetis in no way can be viewed as a romantic. He had a very practical 
conception of music and musicians. one to which a romantic would not 
adhere. His quarrel with the current treatment of artists centers on their 
material suffering due to lack of support, not on the fact that their lack of 
freedom renders their creative powers impotent. A simple desire to 
reconcile the study and appreciation of serious music with the increasing 
numbers in the middle class spurred his reforming tendencies as voiced in 
the J?evue Alusicale. In this way, he was very much a product of the 
eighteenth-century rationalists. He did not show a particular interest in the 
rhetoric of the Saint-Simonians either. although a similarity exists between 
many of his ideas about music education and those of the Saint-Simonians. 
Although he supported universal education, he did not see art as a means of 
social control. For Fetis, musicians were not political figures whose 
productivity could stimulate prosperity and eliminate suffering. He certainly 
did not believe in utopianism or the primacy of industry. 
Another significant journal appeared in 1831, founded by the writer 
and publisher jules janin. This journal, L 'Artiste, contained articles and 
prose items mainly about literature and the visual arts with a surprising 
number about music. Literary critics, as well as writers and poets, wrote 
many of the music-related items. As an example, in the first volume there is 
an article by Fetis on Paganini, a literary review of Rossini 's Tancrede by 
Castil-Blaze, and several translated conies fantastiques by Hoffmann. 
Despite the presence of Fetis ' article, the pervading style of L 'ArtJ:fte 
was non-analytical and occasionally even rhetorical , with a highly persuasive 
writing technique replete with underlined, italicized and capitalized words 
ZlS 
and phrases. It was infused with the tenets of romanticism, insofar as the 
writers used their response to a particular work of art as an opportunity to 
fall into a poetic meditation on the ideal world of the artwork. Kerry 
Murphy, in her study of Berlioz's criticism, equates these writers to Allen 
Tsugawa's "impressionistic critics:l9 
He [the critic] emphasizes and verbally gestures; in rich evocative 
language, layer upon layer , he pieces together various impressions 
until a pattern is formed . Into this pattern may go ... anything that 
conceivably might evoke in the reader the response that approaches 
in quality his response to the work of art.20 
A notable issue that the writers in this journal took up was the role 
that the artist and the critic played, the mission each undertook, in society . 
In janin 's introductory article he described exactly what it meant to be an 
artiste . He claims intelligent artists "are artists for themselves alone." 
They are the fortunate men in the world. They are dreamers, 
constant philosophers concerned little with the material things in life, 
who understand neither the scope nor danger of it. Honored men who 
only care about sound, color. expression, heart and soul, who know not 
a word of any thing else, and who are as certain as they live that there 
[always] will be something in the world that they will call art .21 
It is apparent that he speaks of those involved in music, the visual and the 
literary arts. 
He rejects the idea that law and order propel the progress of history ; 
art has always been the ruler of the material world and the world of the 
19 Murphy, Hector Berlioz .. . , p. 16. 
20 Albert Tsugawa. TJJe Idea of Criticism. Pennsy lvania State University 
Studies, no. 2 (Pennsylvania : Pennsylvania State University, 196 7 ), p. 11 . 
21 jules j anin. "Etre Artiste," L 'Artitite :jo1.1rna/ de Ia LJ/teratl.lre et des Bea1.1x 
Arts , I (1831 ). p. 9. 
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Divine. Using much rhetoric, janin declares the eternal universality of art , 
and thus calls on artists to unite with him. Art is something "about which 
one can never know too much, a password that one can not repeat too much, 
a word for the people and the nobility alike." 
Hasten with us artists, unite with us, make a coalition with us, let's 
make art together and when we aren't doing it, let's talk about it. This 
is our goat.22 
janin distinguishes between two sorts of artist: the "man who is 
knowledgeable and who makes judgements, and the man who manufactures 
and creates."23 In other words, he claims the status of artist for both the 
critic and the creator. janin 's critic may be the happy artist while the 
creator is the one who struggles. However, the creative artist ultimately 
prevails because he is "full of vast hopes, and instead of the present. will 
possess the future ."24 janin defines the phenomenon of the artistic persona 
( une maniere detre arli~le ) as a melding of these two types of artist. 
janin makes the statement, ambiguously posed in the text. that an 
artist is an artist from birth. He does not point this out earlier in the essay, 
nor does he elaborate on this. Throughout the romantic period one very 
frequently encounters this idea of innate genius. Doubtless, janin included 
this for no other reason than as an obligatory acknowledgement of what had 
become part of the romantic culture. 
janin follows up his discourse on the critic and the creator by 
discussing a completely modern phenomenon, the "fantastic artist" found in 
22 Ibid~ p. 10. 
23 Ibid p. 10. 
24 Ibid p. 10. 
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Sterne and Hoffmann: "the contemplative, the dreamer, the solemn historian 
of trivial things, ... seized by sound, appearance, the mild breezes, the 
undulations of the waves." 
The fantastic artist is a new source of emotions. The fantastic replaces 
the hackneyed harlequin. . . The dream is his natural state, habitual 
drunkenness is his life . . . The fantastic artist has not been defined 
yet. He has art and he lacks art; but to make up for the lack, the lack 
acts as an enhancement to the art.25 
In the excerpt above, one cannot mistake the romantic emphasis on 
inwardness and indefinability, yet the rhetorical style that pervades the 
article can be somewhat misleading. The Saint-Simonian disciple Barrault, in 
his 1830 manifesto Au.r ArtJ/1/es . appeals to artists in a manner similar to 
janin: "Come. Come then to us, all those whose heart knows how to love, and 
whose brows can be inflamed by noble hope! Let us join our efforts to lead 
humanity towards this future .··26 Certainly janin never would have 
supported placing the artist in the public leadership position that Barrault 
urges in his tract. janin is definitely a romantic. although he shares some of 
the same stylistic techniques in his writing employed by the Saint-
Simonians. 
In 1832. in an anonymous review of F~His ' Cour.~ de Pbilosopbie 
Musicale , a writer discusses the various qualifications of the music critic. He 
complains that most journals employ either artists or literary men to write 
criticism. 
25 janin, "Etre Artiste," pp. 11 - 12. 
26 Emil Barrault, A u.r Arti~tes: JJu Passe et de fA venir des Beau.r-Arts , p. 
84; quoted in Murphy, Hector Berlioz .. . , p. 25. 
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Some !critics]. in rather scanty numbers, it is true, only talk about 
sharps, naturals, etc., and therefore repel the reader, sick of technique; 
Others (the great majority ) study music in a literary way. What they 
write is not musical literature, it is literature in connection with music. 
They talk about the graJJdiose , the sublime. nobility, passion: but do 
not analyse at all. . . It is good, but it is not enough: the philosophic 
purpose is missed.27 
But before one concludes that the author intends criticism to be devoid of 
romantic literary content, he goes on to say: 
The critic must. .. analyze the means employed by the composer ... ; 
but what he must also search for, with the danger of not being more 
philosophical, is the palate of emotions that the composer wanted to 
rouse by that effect. . . 
It is necessary then, in musical criticism, for the soul to sense better 
the inner feelings of the composer: for science to better understand 
and discuss the means by which he imparts his feelings to the public, 
and finally to have style in order to make colorful and interesting 
analysis; to have style in order to be read . 28 
In short, the successful critic must combine technical analysis and feeling , 
wrapping up the two in the brillance of literary style. Yet, as the writer 
stated earlier, "it is not enough to be just an artist or just a man of letters."29 
There was one more factor that he wished to take into consideration; the 
peculiar ability of the artistic critic to communicate the hidden and the 
inexpressible, or at least, the barely expressible. 
The critic ... doesn't learn to feel ; he doesn't capture musical feeling; 
its nature is more indeterminate, as impossible to analyse as the most 
transient nuances of perfume. It is at once the impassioned depth of 
feeling and the rapid fleeing of sensation. What concerns the critic is 
27 [Unsigned]. Review of Fetis' Cours de Pl11losopbie A!usicaie, LA, III 
( 1832), p. 199. 
28 !Unsigned], Review of Fetis ' Cours de P.IJJ!osopbie A!uskale, p. 199 . 
29 Ibid I p. 199. 
the search for material correspondence between the means and 
effects, [and] then the hidden correspondence between the effects and 
the emotions.30 
In his article "De la Position Sociale des Artistes" of 1832 in L "Arti~te , 
Alexandre Saint-Cheron demanded that artists take on the roles and the 
rewards reserved for the earlier heroes such as the warrior, the nobleman, 
or the priest. Saint-Cheron was a Saint-Simonian disciple. In this article he 
discusses the position of artists with a clear Saint-Simonian bias. Whereas 
similarities between his views and those of his romantic counterparts exist, 
at base, the two viewpoints remain opposed. 
Saint-Cheron claims that societies of the past, including that of Plato, 
neglected the artist. Their institutions took no account of his nature or the 
social value of his works. They did not find a function for him in their state. 
being too busy with military duties and religious or educational roles. They 
did not have a place for " the artist; for those who sing, who study, and who 
exalt man."31 
He wrote with optimism that the errors of the past have been 
corrected and that the status of the artist only can improve. 
By the benefit of the moral education in modern societies and the 
immense publicity which illuminates men and their actions, it no 
longer is possible for a true artistic nature to languish for many years 
in obscurity and misery. The horrible calamity which stifled the 
poetic genius of Gilbert, Chatterton, Malfilatre and Andre Chenier, will 
not be able to occur again in our time without a crime. See the ease 
with which they are themselves raised to the level of the poets and 
artists in our day: Lamartine, Victor Hugo, Alfred de Vigny, Charles 
30 Ibid. I p. 199. 
31 Alexandre Saint-Cheron, "De la Position Sociale des Artistes," LA, IV 
(1832), p. 51. 
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Nodier, Sainte-Beuve, Charlet, Rossini, Decamps, Delacroix, and so 
many others that I can't name them aU.32 
Saint -Cheron lacks a careful presentation of the new societal position 
established for these fortunate ones. He celebrates the contemporary artist 
for being free to create, unhampered by allegiance to a king, the church, the 
pope or even a noble patron. Now artists can be freely insprired in order to 
" . . . give themselves up to every enthusiasm, follow every inspiration, 
without obeying the caprices of a teacher or an arrogant patron." 33 Unclear 
about the source of material support for these artists, he feels that " ... with 
the presence of modern governments and the upper classes of actual society, 
it is fortunate for artists and for art that they are not more dependent on 
th "34 em. 
Saint-Cheron disdained the romantic idea that isolation and some form 
of suffering necessarily coincides with the creation of a genius. He felt that 
such a combination was the shameful state of things in the past, never again 
to be a common situation. 
We know about the price of misery, abandonment. the most bitter of 
tears. Such was the misfortune, almost to this day, the lot of life for 
the artist. one which made up the necessary food for his genius. And 
what, out of unfortunate ridicule, has become common to pretend was 
necessary for him, to suffer profoundly in order to produce great 
works.35 
Saint-Cheron's demystification of the artist did not entirely please the 
audience of l 'Artiste . Two issues later, janin published a "Lettre a 
32 Cheron, "De la Position Sociale des Artistes ," p. 53. 
33 Ibid, p. 53. 
34 Ibid I p. 53. 
35 Ibid I p. 51. 
34 
Monsieur le Directeur de J"Artirte " from "un artiste," who suggests that 
freedom from the restraints of a patron or institution leaves an artist 
responsible for his own income and probably much more at the mercy of 
those who will buy his products than of his own inspiration and sentiments. 
He claims that this attitude demands that the creation of art be viewed as a 
job, whereas it really should be seen as a religion. An artist who regards his 
work as gainful employment must be miserable. Artists will have paid for 
their liberty with the price of misery. The anonymous writer concludes, 
"Such seems to me, Sir, the consequence of the precarious position of artists 
in our era: misery for them, misery for art."36 
While this commentator wants the artist to be inspired by his own 
personal sentiments, he rejects the concept of the creation of artwork as a 
com mercia! endeavor. He ascribes to the notion of the isolated artist by 
insisting that creation must remain apart from other things, and the artist 
not be intergrated completely into society. By virtue of the fact that this 
writer chooses not to identify himself, claiming the persona of "un artiste," 
he himself conveys the impression of a person somehow removed from 
ordinary people; he creates a romantic image. 
1834 saw the beginning of another music journal which was to be an 
alternative to the analytical severity and self-conscious pomposity of the 
l?evue Musicale , and the musical counterpart to L 'Artiste . Expatriate 
German music publisher Maurice Schlesinger founded the Gll.Zette Musicale 
de Paris, acting as its publisher and defacto editor. Schlesinger was the son 
of Adoph-Martin Schlesinger, publisher of the Berlin Allgemeine 
36 Un Artiste, "Lettre a Monsieur le Directeur de J'ArtJ:rte ," LA, IV ( 1832), p. 
81 . 
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A1usi1'a/J:ticbe Ze1tung . whose editor Adolph Bernhard Marx. lent his name for 
the masthead of Maurice Schlesinger 's new journat. 37 The uazette Musicale 
de Pariti was on one hand a promotional tool to advertise Schlesinger 's 
editions. and on the other. a journal to appeal to the literary-minded and 
musicians interested in objective criticism. As Schlesinger states in the first 
issue: 
By now it is a well known fact that the happiest sentiments of 
truth and beauty, and the purest enthusiasm for true art have been 
corrupted in France for the last ten years by the frivolity and 
mediocrity of severa/ musici3.11s in vogue . to the point that. today, the 
dominant taste is a subject of derision by all reasonable people. Our 
object is to combat this bad taste by opposing it with an intelligent 
and solid criticism of the important works which appear in the area of 
art. exempt from all partisan spirit and always fair . combining this 
with a clear and conscientious appreciation of the classic works from 
centuries more or less removed from us. Moved by the spirited 
feeling of importance in our endeavor. we feel our courage rise with 
even more hope that the elite of artists. teachers and friends of 
true art are eager to join with us to participate in our work and 
efforts.38 
Indeed. Schlesinger gathered together a very impressive "elite des 
artistes. les maitres et les amis de l'art veritable." 39 By October of 1834. the 
masthead listed the names: Adolphe Adam; G.E. Anders; Henri Berton; Hector 
Berlioz; Fran<;ois Henri-jospeh Castil-Blaze; A. Guemer; jacques-Fromental 
Halevy; jules janin; Franz Liszt; jean-Fran<;ois Lesueur; joseph Mainzer; 
Adolph Marx; joseph D'Ortigue; Heinrich Panofka; Paulin Richard ; lgnaz von 
37 Gazette Musica/e de Paris. I (October S. 1834). p. 317. 
38 [Maurice Schlesinger]. "La Redaction au Public," GM. I (january 5. 1834). 
p. 1. 
39 [Schlesinger]. "La Redaction au Public," p. 1. 
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Seyfried; and Franc;ois Stoepe1.40 By 1835. Schlesinger had added Alexandre 
Dumas. jules de Saint-Felix, Franc;ois-joseph Fetis, Germ anus Lepic 
[pseudonym]. joseph Mery, £duard Monnais and Stephen de la Madaleine:U 
This collection of German and French talent included composers, music 
critics, performers, music teachers, librettists, critics, writers, editors and 
historians. 
In actuality, the Gazette Musicale de Paris did not present the 
extensive amount of serious criticism that Schlesinger had proposed. The 
journal promoted and reviewed the musical happenings in Paris and some of 
the major events abroad. Most issues included only one serious article on 
music, if that; yet they offered numerous pieces of literary prose upon 
music-related subjects. The prose ranged from contes fantastiques in the 
style of Hoffmann, to poetical travelogue Jettres and aphorisms. Schlesinger 
excelled at commissioning works from famous artists and selecting 
appropriate excerpts from works and artists in vogue. The style of these 
seems very similar to that of the selections in L 'Artirte . In fact , janin 
himself regularly contributed to the (/azette Musicale de Pan:r . As an 
example, the first issues presented these representative offerings: ''Le Diner 
de Beethoven, Conte Fantastique," by jules janin; "La Chapelle Sixtine a 
Rome," by joseph Mainzer; "Songe de Charles-Marie de Weber," by Weber; an 
unsigned "Enseignement Musicale;" "Beethoven et sa Musique," by Franc;ois 
40 GM, I (October S. 1834), p. 317. 
41 GM, II (january 4, 1835). p. 1; Depspite much effort, I have been unable 
to uncover the identity of Germ anus Lepic. 
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Stoepel; "Sur la Musique Sacree," from 5'erapionsbnJder by E.T.A. Hoffmann: 
and "Le Suicide par Enthusiaisme," by Berlioz:t2 
Fetis had relinquished control of his l?evue Musicale in May of 
1833. when he left Paris to take up a postition as director of the 
Conservatory in Brussels. He gave the journal over to the direction of his 
twenty-one-year-old son Eduard , who managed to hold on to it for just 
eighteen months, at which point Eduard decided to scrap the journal. In the 
issue which came out on November 1, 1835, he included a notice announcing 
that he was giving up the editorship and that the .Depot central deJa /Jbraire 
would cease to publish the journal.43 At the same time, Fran<;ois-Joseph 
Fetis worked out an arrangement with Maurice Schlesinger to merge their 
two publications. Schlesinger informed the subscribers to the (,azette 
.Afusica/e de Pan~~. also on November 1, that since the founder of the .Revue 
.Afusicale (F.-J. Fetis ) had decided to cease publication of his journal, the two 
journals had merged under the leadership of Schlesinger to form the new 
42 Janin, "Le Diner de Beethoven, Conte Fantastique," GM, I (January 5. 
1834), pp. 1-3 and (January 12, 1834), pp. 9- 11 ; Joseph Mainzer, "La 
Chapelle Sixtine a Rome," GM, I (January 12, 1834), pp. 11-13, (January 19, 
1834), pp. 22-24, (january 26, 1834), pp. 28 -30 and (February 2, 1834), p. 
38-40; Carl Maria von Weber, "Songe de Charles-Marie de Weber," GM, I 
(January 26. 1834). pp. 27 -28; "Enseignement Musical." GM, I (January 26. 
1834), p. 30-31 ; Fran<;ois Stoepel, "Beethoven et sa Musique," GM, I 
(February 9, 1834), pp. 43-45; E.T.A. Hoffmann, "Sur la Musique Sacree," GM. 
I (June 29, 1834), pp. 205-21 0; Hector Berlioz, "Le Suicide par Enthusiaisme," 
GM, I (July 20, 1834), pp. 229-231 , (July 27, 1834), pp. 237-239, (August 5, 
1834), pp. 248 -250 and (August 10, 1834), pp. 255-256. 
43 Bloom, "A Review of Fetis's J?evue Musicale "; in .Afusic in Pari~ . .. , pp. 
70-73. 
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.Revue et (iazette Afusicale .44 This move did not alter the form or content of 
the original (iazette Musicale de Pari~ in any significant manner . This 
publication, despite some financial problems, continued for several decades 
under various editors, including Berlioz, who took over temporarily in 1837. 
While the majority of submissions to the Gazette et .Revue Musicale 
were characterized by romantic stylistic features and ideas, occasionally 
Schlesinger published articles by writers and critics variously influenced by 
other current social and political opinons in France, including the views of 
the Saint-Simonians. The musician jospeh Mainzer, exiled from Germany in 
1833. came to Paris and set up a famous series of free evening music classes 
open to the public and attended by such figures as Meyerbeer, Berlioz. Liszt 
Lamartine. Hugo, Sand and de Vigny. Besides his music education activities, 
he also wrote for many of the Parisian journals including the Gazelle et 
.Revue Afusicale. 
Mainzer 's ideas showed a relationship to the prevailing Saint-Simonian 
vtew of the moral value of art, music in particular. He felt that if all 
members of society partook in some sort of musical activity during their 
leisure hours, their productivity in society would be enhanced. In his 
treatise Afusic and .Education , written in 1848 for the Town Council of 
Edinburgh where Mainzer worked, he defines his view of the value of music 
education. 
When we ... look upon the mysterious origins of music . .. , 
then we must exclaim that there is a deep sense, a deep auxilary in 
directing the destiny of the human family. This should be done in 
44 "A Nos Lecteurs," .Revueetu"azelteMusicale , II (November I. 1835 ), p. 
353. 
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schools, where the boy prepares and arms himself for the school of life 
and endurance .. . . Teach him to think and feel. Arm him with 
knowledge, with science! above all arm him with art!45 
He had few comments about the creativity of the artist, as he tended toward 
a very pragmatic approach to music. He was a follower of Rousseau and 
advocated the supremacy of vocal music to the exclusion of all else:t6 
Hector Berlioz was the only other major French composer and 
performing musician during this period, besides Liszt, to make really telling 
contributions to the field of journalism. His career as a critic began during 
the Restoration and achieved security by 1830. Although he was a very 
articulate critic, by the end of the 1830s both his criticism and music had 
been maligned by Fetis, Castil-Blaze, Mainzer and Desnoyers, among others. 
His early works included serious articles about the nature of religious music 
and Beethoven and his music. Interestingly enough, the intrinsic connection 
between the suffering artist and the creative artist, for which Beethoven was 
his chief model, obsessed Berlioz. Berlioz felt that the apsect of suffering 
separates the artist from other men. In a letter of 1830, he mentioned that 
he saw music as release from the pain of suffering: 
There is in me a violent e.rpansionary force, I see this immense 
horizon, this sun. and 1 suffer so much, so much, that if I did not 
contain myself. I would cry out, I would roll on the ground. I have 
found only one means of completely satisfying my overpowering 
emotion, that is music.47 
45 Mainzer, Music and Education (Ireland: Boethius Press, 1985 ), p. 23. 
46 Murphy, Hector Berlioz ... . pp. 34-37. 
47 Berlioz, Correspondance (ienera/e . ed. Pierre Citron (Paris: Flam marion , 
1972 ), Vol. 1, p. 311 ; trans. in Murphy, Hector Berlioz . . . , p. 42. 
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In this same year, Berlioz wrote an article for le Correspondont 
where, in the context of music, he defined the term s "romanticism" and 
"romantic" Beethoven and Gluck are the great romantic composers, 
according to Berlioz. When he talk:~ of the romanticiem of Gluck, he refere to 
a "mode of composition dictated by passion and changed only according to 
the dramatic demands of the text."48 
The romanticism in Berlioz comes through clearly in his "journal d'un 
Enthousiaste," a narrative travelogue published in the journal l Europe 
litteroire in 1833. In this he describes a sojourn in Italy undertaken during 
his "youth." He portrays himself as a melancholy, suffering artist destined to 
feel more than others because of a heightened sensitivity. Berlioz 
contributed articles of this nature to Schlesinger 's Gazette Musciole de Pli(iS , 
such as his musical story modeled on Balzac's 6'ambora , "Le Suicide par 
Enthusiaisme."-49 He also continued to produce very serious and analytical 
reviews and biographies of composers. For example, in an 1834 review of 
the opero-comique , le .Revenant, by the expatriate Spanish composer Jose 
Melchor Gomis, Berlioz systematically examined Gomis ' use of orchestration, 
melody and rhythmic originality, which greatly impressed Berlioz with its 
"war on square-cut phrases ... "50 Yet the purpose of Berlioz's probing 
analysis was not simply to edify the public; rather he attempted to depict 
Gomis as a renegade, a leader in the search for new forms and ideas. By 
-t8 Murphy, Hector Berlioz .. . , p. 43. 
<t9 Berlioz, "Le Suicide par Enthusiaisme," GM , I (July 20, 1834), pp. 229-231 , 
(July 27, 1834), pp. 237-239, (August 5, 1834), pp. 248-250 and (August 10, 
1834), pp. 255-256. 
50 Berlioz, "Revue Musicale," le .Renovateur , (January 5. 1834), p. 1; trans. 
in Murphy, Hector Berlioz . .. , pp. 99 - 100. 
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1835, Berlioz had written seven such analytical articles on Gluck for the 
J?evue et Gazette A!usica/e . 
While Berlioz saw himself as a romantic, he also showed a very real 
awareness of the importance of the musical press in Paris. Originally 
motivated purely by monetary necessity and the need for professional 
aggrandizement, later his writing seemed to continue as an established 
tradition propelled merely through force of habit. The question of Berlioz's 
continued activity as a critic well into the years when he could have 
supported himself perfectly well with composition alone, is one that has 
perplexed many scholars. Although he frequently disdained the writing of 
criticism throughout his career. he obviously felt a need to defend his ideals 
in a public forum . 
While Berlioz's preoccupation with the press can be viewed as an 
indirect show of concern for the social position of the artist, he very clearly 
stated his awareness of the current social concerns of artists. In his reviews. 
he showed contempt for the low standard of Parisian salon music. believing 
that it was a symptom of the neglect of the artist. In Kerry Murphy 's 
otherwise exemplary study of Berlioz's criticism. she mentions and 
seemingly dismisses his social views by acknowledging that the ideals of the 
Saint-Simonians did not particularly influence him.51 As Ralph Locke has 
documented, Berlioz's "interest" in that movement was short-lived and "from 
its inception linked to the historical moment and to his personal situation;" 
thus it was in some ways, very much like Liszt 's "interest."52 Certainly 
51 Murphy, Hector Berlioz ... , pp 26-27. 
52 Ralph P. Locke, A!usic, A!usici/JJJs /JJJd t.be Saint -Simoni/JJJs (Chicago: 
UniversityofChicagoPress, 1986 ), pp. l14-120. 
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Berlioz did not put foreward in his public writings purely Saint-Simonian 
views; rather, his protestations were the result of a romantic endeavor to 
bring about an atmosphere condusive to creativity. Music of bad quality 
"could only happen with a nation ae frivoloue ae oure, where the dignity of 
art and that of the artist are entirely unrecognized."53 
The various writers and critics mentioned above represent the 
constellation of ideas about the position of the artist and art in society during 
the time that Liszt entered the world of the Parisian press. Concurrent with 
the rather old-fashioned, serious style of Fetis, existed the more subjective 
criticism and commentary of the romantics. Certainly Berlioz and many 
other critics managed to find a balance between the two in their purposive 
use of analysis. But most importantly, those critics who came from a clearly 
romantic background were apt to stress the social role of the artist, so 
consequently Saint-Simonian influence pervaded far less than suggested by 
many scholars.54 In the 1830s, interest in the contemporary social condition 
and place of the artist pervaded Parisian thought; only an oversimplification 
to ascribe this tendency to the influence of the Saint-Simonians alone has 
kept us from apprehending this social interest in all its depth. 
53 Berlioz, "Revue Musicale. Concerts," LR. (August 24, 1834), p. 1. 
54 See Locke, Alusic, Afusicians and t.!Je Saint-51inonians . 
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CHAPTER FOUR 
The Ideological Influences on Liszt's Essay 
Liszt 's connections with certain literary, philosophical and political 
figures significantly helped to bring about his entry into the world of 
journalism. When he first arrived in Paris in 1823, at the age of twelve, the 
director of the Paris Conservatory, Luigi Cherubini, refused him admission on 
the grounds that he was not a French musician. Subsequently, unable to call 
upon the musical benefits and support of this institution, Liszt travelled 
around Europe as a child prodigy. He became adept at taking advantage of 
any fashionable social or literary circle that would give him financial and 
critical support. This early success as a child performer established his fame 
in Paris by the late 1820 's when, after the death of his father in 1827, Liszt 
ceased his concertizing and remained permanently in Paris. The social and 
intellectual elite in Paris accepted Liszt as a celebrity once he reappeared in 
public after a nervous collapse and illness in 1828. 
Through letters and other contemporary accounts, ~e know that by 
1833. he met and dicussed current ideas with literary, political and 
intellectual figures: Victor Hugo; Alfred de Vigny; Alfred de Musset; George 
Sand; Heinrich Heine; Charles-Augustin Sainte-Beuve; Alexandre Dumas 
(pere ); Alphonse de Lamartine; Felicite Robert de Lamennais; Emile Barrault 
and Pierre-Simon Ballanche. Likewise, Liszt had contact with musicians: 
Hector Berlioz; Frederic Chopin; Aldolphe Nourrit; Chretien Urhan and 
Ferdinand Hille·r. Certainly it is difficult to gague the specific influence that 
these artists had on Liszt's initial literary endeavors. However, among them, 
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Sand, Heine, Sainte-Beuve, Dumas. Lamennais and Berlioz were active 
themselves in the burgeoning journalistic field ; and beginning in 1830, Hugo, 
de Vigny and Lamartine wrote and published poetry, prose and drama 
which exemplified the literary revolution of French romanticism. Liszt's 
awareness of these two activities of his fellow artists surely had an effect on 
his decision to write and have published an essay of his own in 1835. 
In 1830, the Saint-Simonian disciple Barrault introduced Liszt to the 
Saint -Simonian movement. Exactly how many of their meetings Li~zt 
attended and the extent of his participation in their activities remains a 
subject for conjecture. Most of the verification on this matter comes from 
various letters from Liszt and those around him. and from Marie d'Agoult's 
memoirs and the biographies of joseph d'Ortigue and Lina Ramann, all of 
which sources are notoriously difficult to corroborate. Liszt's mistress during 
the latter half of his life, the Princess Carolyne von Sayn-Wittgenstein. 
closely supervised Ramann 's biography of Liszt, so it is difficult to gauge the 
objectivity of her work, especially in light of Liszt 's connection with Marie 
d·Agoult. In addition, scholars have noted that Ramann frequently 
manufactures anecdotes to help portray a subject's intellectual interests. In 
any case, Ralph Locke, in a careful reading of the various sources, established 
that from 1830 through about 1833. Liszt occasionally attended Saint-
Simonian meetings, and had contact with Barrault throughout that period.l 
He read much of their literature, including some of Barrau1t's sermons, 
Eugene Rodrigues 's lettres sur Ja J?eligion et Je Politique, and the /)octrine de 
Saint-Simon !Second Year]. Certainly through the year 1833. Saint-Simonian 
1 Ralph P. Locke "Liszt's Saint-Simonian Adventure," 1.9/iJ-Century Alusic, 
IV (1981 ), pp. 209-227. 
ideas interested Liszt a great deal, especially those of Barrault and Rodrigues. 
In fact, a close reading of his writings can help determine more definitively 
the long term influence of the Saint-Simonian movement on Liszt. 
A number of scholars have discussed at some length the influence of 
the religious philosopher and priest Felicite Robert de Lamennais on Liszt.2 
Following the 1830 july revolution, Lamennais became concerned with the 
radically new relationship that he felt must be forged between religion and 
political power. Scholars frequently explain Liszt's interest at this time in 
the relationship between religious and musical expression as a personal 
application of ideas gleaned from Lamennais.3 A letter of March 1833 from 
Lamennais to Charles Montalembert first mentions Liszt's acquaintance with 
him .4 Inferred from a letter of Liszt's, written on 19 September 1833. we 
know that he had read some of Lamennais ' writings by that time.5 He wrote 
admiring letters to Lamennais in which he discussed his Puo/es dun 
Croyant. published in April of 1834. and also spent time at Lamennais ' 
home at La Chenaie from September to October 1834. In Liszt's letters to 
his mistress Marie d'Agoult, he discussed and defended Lamennais' ideas of 
social and religious revolution as the result of progress or evolution of 
humanity, and denounced the repressive monarchy. 
2 Lina Ramann. Franz lJ:(jzt: Artist /i.Dd Man. (London: W.H. Allen. 1882). 
Trans. by E. Cowderby, pp. 37 4-386; Paul Merrick, J?evo/ution /i.Dd Heligion in 
the Music of lirzt (Cambridge: Cambridge University Press, 1987 ). pp. 116-
119; Locke. "Liszt's Saint-Simonian Adventure," pp. 209-227. 
3 Merrick, Revolution 11.0d Religion . .. . pp. 7-25. 
~ Felicite Robert de Lamennais, Correspondance Geoerale (Paris: A. Colin. 
1971 ), Edited by Louis Le Guillou , Vol. V. p. 702. 
5 Alexander Main, "Liszt 's Lyon: Music and the Social Conscience, " /.9th -
(,entury Music IV ( 1981 ). p. 237. 
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You maliciously object to me that the Paroles dun Croyant 
are not evangelical, so allow me to answer you with the 
Gospel. "The Kingdom of Heaven suffereth violence, and 
the violent take it by force." The Son of Man did not 
come to bring peace, but the sword. It 's an odd sort of 
Christianity which certain people profess whose avowed 
moderation is in reality no more than a cover for their 
cowardice. Christianity is in a state of dumb servility, 
completely occupied in gettting cheap means of 
subsistence ... . But in all conscience , is it for you, 
or me , or both of us, to throw stones at the great priest 
who with his fiery words and winged pen has 
conscecrated Liberty and Equality, the two great 
dogmas of Humanity?6 
Yet Liszt does not at any time in his letters discuss the relationship 
between Lamennais' ideas and his own thoughts on art and the situation of 
artists. Lamennais' only work dealing with the artwork, his £sqw:~se dune 
P.l11losop!Jie published in 1840, presents a combination of Platonic and 
Hegelian ideas about the aesthetics of art, tinged with a strong religious 
orientation. Lamennais felt that art is a manifestation of God , of the divine 
creation, whose goal "is the perfection of the individual, to whose progress it 
bears witnesss."7 Because of Liszt 's interest in Lamennais, scholars have 
assumed that Lamennais was working on his £sq11isse during Liszt's stay in 
1834. and that this influenced Liszt's essay, or perhaps even that Liszt gave 
ideas to Lamennais.8 In fact, Liszt 's section on religious music discussed in 
6 Liszt, Correspondance de liszt et /a Comtesse d'Ago11/t (Paris:, 1933-4), 
Vol. I, p. 78, trans. Merrick, .Revo/11tion and .Religion . .. , p. 14. 
7 Peter le Huray and james Day, M11sic and Aesthetics in tbe Eigbteentb and 
£ar/y-Mneteentb Centllnes(Cambridge: Cambridge University Press, 1988 ), 
p. 352. 
8 Ram ann, Franz li~zt: Art1:~t and Alan, pp. 375-379 ; Merrick, .Revo/11/ion 
and.Religkm .. . , pp. 7-20. 
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the next chapter, represents the only portion of the essay which shows even 
a tenuous relationship to Lamennais. 
The relationship between de Vigny, social romanticism and Liszt has 
not been investigated adequately. As I attempt to demonstrate in the next 
chapter , although direct linkage does not exist between de Vigny 's 
Chatterton and Liszt's essay, both writers did make strikingly similar 
statements about the position of the artist in society. Certainly one finds 
references and quotations from Chatterton scattered throughout the "De la 
Situation ... " essay. Indeed, Eleanor Perenyi declares in her Liszt biography 
that "Liszt and Vigny ! sic I were meeting nearly every day when [it] was 
written, and there is no doubt that Liszt's essays On t!Je Situation of Artitrts 
were modelled on I Chatterton .]"9 She presents no definitive evidence in 
support of this statement; however she provides fuel for further 
investigation . 
Tracing the influences of this essay causes some difficulty . Many of its 
messages can only be regarded as romantic literary conventions of the era, 
and represent no more than an acknowledgement of the prevailing rhetoric 
of the times. Indeed, later in his life, Liszt went to some pains to be 
remembered as an independent thinker, not closely tied to one doctrine. 
Locke emphasizes Liszt's concerns in connection with the various 
clarifications he made, beginning in 1838, about his relationship to the Saint-
Simonian movement.lO Because the critical style of Liszt's essay provokes 
9 Eleanor Perenyi, li.trzt: T.he ArtJ:ft as J?omantic Hero (Boston: Little, Brown, 
1974). pp. 26-27. 
10 Locke , "Liszt's Saint -Simonian Adventure," pp. 223-225. 
, 
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him to make references to many contemporary causes and ideas. a danger 
exists in overemphasizing individual aspects of the essay. Therefore, 
overstressing any one influence on Liszt represents an inaccurate reading of 
the work; I strive instead for a recognition of the many strands of influence 




A Critique of the Essay 
The CIJZette Musicllie d<: Pm-i.f publi~hed Li~zt '~ es~ay, "De la Situation 
des Artistes et de leur Condition dans la Societe" in six installments between 
3 May and 11 October 1835. The first three installments, published in 
consecutive issues of the weekly journal, appeared respectively on 3, 10 and 
17 May of that year. Gaps of a month divided the next three installments: 
published on 26 july; 30 August; and the final section of the essay on 11 
October. It was not uncommon for such a serial article written by a famous 
figure to be published in this fashion. This chapter reveals and analyzes the 
content of the essay in order to trace the background for the various ideas 
that Liszt promulgates, and provides a corrective to the interpretation that 
Liszt's opinions were primarily stimulated by Saint-Simonian thought. 
At the beginning of the essay, Liszt introduces himself and the topic. 
He explains why he claims the authority to write on the general subject of 
ar tis ts and their place in place in society, then attempts to show the 
necessity for such an essay. Liszt identifies himself as an artist who makes 
observations based on personal experience, not a pontificating philosopher or 
teacher. 
I believe in officially stating that all pretence, every vain and 
dogmatic boast is completely unknown to me. "A simple student of 
nature and truth," I know that my words have neither authority of 
talent. nor that of experience. I am not writing to teach at all. I suffer 
~0 
and I question ... . Most often. I limit myself to observing; now and 
then I go so far as speak, but always with caution . . . .1 
Liszt's self -portrayal as a humble and suffering artist establishes him as a 
prototypical romantic writer. The image that he evokes may not necessarily 
be accurate, but it tacitly acknowledges that a person worthy of the title 
artist must suffer, and that ideas tend to be most genuine when they 
originate not from experience, but from self -observation. Alfred de Vigny 
stated this similarly when he wrote in his journal dun Poete in 1835 , "I 
feel in myself the need to telJ to society the ideas that I have within myself 
and which I want to let go of. "2 
In Liszt's essay one finds Saint-Simonian jargon mixed with romantic 
images of the artist. Ralph Locke, who has written extensively on the Saint-
Simonians and their influence on Liszt, has interpreted this as Liszt's way of 
maintaining his independence. He writes, "While praising the Saint-
Simonians' ideas, . . . [Liszt was] simultaneously striving to keep his 
reputation separate from theirs. Throughout the article in fact , Liszt 
carefully presented himself as an independent artist and thinker rather than 
as a disciple of the Saint-Simonians."3 Two major early biographers of Liszt, 
Joseph d'Ortigue and Lina Ramann, recount the details of Liszt 's involvement 
1 Franz Liszt, "De la Situation des Artistes et de leur Condition dans la 
Societe," GM (May 3. 1835 ); from Pages l?omlilltiques , ed. Jean Chantavoine 
(Paris: Libraire Felix A lean, 1912 ), p.3; a note in this edition identifies the 
interior quote as Montaigne. 
2 Alfred de Vigny, journal dun Poete . Oeuvres Completes (Paris: Librairie 
Delagrave, 1921 ), p. 96. 
3 Locke "Liszt's Saint-Simonian Adventure," p. 22 2. 
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with the Saint-Simonians in differing ways.4 D'Ortigue describes Liszt's 
interest in investigating Saint-Simonian ideas as simply "broaden!ing] his 
circle of studies."5 Ramann more emphatically portrays Liszt absorbing 
"their ideas and principles ... to such an extent that he not only became one 
of the most ardent visitors to their meetings but also considered joining 
them as a member."6 Whereas d'Ortigue does not specify the particular 
theories that Liszt found interesting, Ramann cites two ideas which she 
claims appealed strongly to him : the conception of a divine Earthly society 
governed by brotherly love; and the artist's position of priestly mediator 
between God and the people? 
Liszt maintains that in order to discuss the condition of artists in 
society one needs a synthesis of religion and philosophy, as well as mental 
facility and serious research. Scholars frequently emphasize this syntbesJ~f 
in order to support Liszt's adherence to Saint-Simonian doctrine . But this 
statement could just as easily be used to support Lamennais' theories as well 
as those of many other philosophers of the era. Indeed, the concept of 
synthesis, whether of religion and philosophy, poetry and philsophy, music 
and philosophy, or even music and poetry, runs through the whole of the 
nineteenth-century aesthetic. 
i joseph d'Ortigue, "Etudes Biographiques. I. Frantz Listz [ s1Cl." GM, I I (June 
14, 1835), pp. 197-204; Ramann, Fra.nzliszt .... 
5 Locke, "Liszt's Saint-Simonian Adventure," p. 215 . 
6 Ibid. p. 215. 
7 As Locke points out in "Liszt's Saint-Simonian Adventure," p. 21 5n. 
Ramann does not portray accurately the Saint Simionian views on the artist 
as priest. Actually the Saint Simonians believed that the leaders of society 
were the true priests ( Jes pretres ), and artists were the mouthpiece or 
method by which the priest's mission was revealed to the people. 
Echoing Plato, Liszt contends that the views which he presents are not 
new, but rather recreations or unconscious memories of ideas from the past, 
and by necessity shall be repeated and reformulated in the future . He does 
not say, but implies. that the resurgence of the status of the artist 
presupposes an involuntary progress of ideas: "although everything has been 
said, everything is to be repeated."8 Liszt makes a clearer statement later in 
the essay about the constant forward movement of the progression of ideas 
when he claims, "IT IS NECESSARY that all questions . .. which deal with the big 
problem of the destiny of humanity ... reveal themselves and rereveal 
themselves again. constantly, forever . in a thousand forms . and thousands of 
different ways, until their solution becomes clear . complete and 
satisfactory."9 Liszt scholar Alexander Main traces this idea to Lamennais ' 
thoughts at the time. He finds it in the first paragraph of an 1834 article by 
Lamennais published in the J?evue des deux Mondes ,10 Main acknowledges 
that this idea of progress can also be found in Enfantin. Indeed, he admits 
that "it may well have been standard furniture of the era; no reader of 
Schiller's An die Freude was unacquainted with it."11 Certainly one finds 
the idea of the progressive march of humanity in both de Stael and Hegel as 
well. In an 1830 article on romanticism in music in the J?evue Musicale. an 
unidentified writer consolidates this common thought in his statement, "the 
8 Liszt, "De la Situation . . . ," GM (May 3 and 17, 1835 ); from Cpr, p. 2. 17. 
9 Liszt. "De la Situation ... ," GM (july 26, 1835); from Cpr, p. 22. 
10 Felicite de Lamennais, "De l'Absolutisme et de la liberte," J?e vue des J)eux 
.A!ondes, ll l(August 1834), pp. 298 -322. 
11 M . "1 . . 1 " 239 am, ;szl s yon . .. , p. n. 
many revolutions that have taken place in the arts are a necessary 
consequence of the movement and progress of the human spirit."12 
Liszt states that he intends to define the current situation of artists, 
and describe and oppose the hardships they are forced to undergo. He 
endeavors to educate the audience as to the artist's ultimate purpose on 
earth. He describes artists as elite men chosen by God to bear witness to the 
noblest sentiments of humanity. In fact, Liszt calJs them "priests" of a 
mysterious, eternal and indescribable religion: art. It seems that for Liszt, 
while musicians are the most inferior of artists, the brutal predominance of 
material interests overwhelms aJJ artists. The "priests of art" are entrusted 
with a two-fold mission: to remain opposed to the commercialization of 
music and the lower standards implicit therein, and to support the dignity of 
art and artists.l3 
To describe the mission, Liszt quotes from the famous preface to de 
Vigny's C!Jatterton . One must continuaUy protest "the perpetual martyrdom 
and sacrifice of the artist."l4 De Vigny, as weU as Liszt, highlights this 
paradox between the image of the suffering artist who appears by nature to 
be passive and helpless, but who, at the same time, must take positive action 
to better himself. This seeming contradiction reflects the French romantic 
12 "E. F," "Le Romantisme en Musique" .Revue Musicale V ( 1830 ), pp. 231-
236; trans. Peter le Huray and james Day, Music and Aesthetics in t.be 
Eig.hteentb and £ar/y-Mileteent.h Centuries, Cambridge: Cambridge 
University Press, 1988, p. 278. 
13 Liszt, "De la Situation . . . ," GM (May 17. 1835); from Cpr , p. 17. 
14 Liszt. "De la Situation ... ," GM (July 26, 1835); from Cpr , p. 21 ; de Vigny's 
play premiered on February 12, 1835 in Paris. 
paradox between the image of independence and the desire for established 
reforms to improve the situation in society. 
In comparing artists to Prometheus. a foreshadowing of the preface to 
his 1850-55 symphonic poem. Prometheus . Liszt claims artists are 
predestined to give "life to material things, form to thought and to realize the 
ideal that we exalt by powerful feelings to enthusiam and to celestial 
visions."15 In his 1850 preface, he refers to Prometheus as an "Apostle of 
Humanity" and characterizes the myth as: 
Bold striving after the highest destiny to which the human spirit can 
aspire. creative activity, the necessity for action ... expiating pains. 
which unceasingly gnaw at the fundamental source of our being, 
without destroying it: condemnation to be fettered on the barren cliffs 
of our earthly nature: [. .. ] On the other hand an inalienable 
consciousness of born greatness and future redemption: 
inextinquishable faith in a deliverer. who shall raise the long -tortured 
prisoner to the superm undane regions which he robbed of the 
luminous spark. [In other words,] Suffering and Apotheosis.l6 
Liszt's description of artists in Promethean terms links his thoughts 
with those of the early romantics. Some literary German and English 
eighteenth-century precursors of the French romantics identified the heroic 
image of Prometheus as being synonomous with the artist-creator. an image 
glorified through suffering and through an effort to maintain an 
independence of mind and spirit. Goethe, in his poem "Prometheus" from 
1773. and the dramatic fragment Prometheus from ca. 1775. presents an 
image of Prometheus as one eternally dedicated to striving toward higher 
knowledge and achievement. Goethe's Faust of 1808 can be conceived as a 
15 Liszt. "De la Situation .. . ," GM (May 3. 1835): from Cpr , p. 4. 
16 Liszt. Franz Lit;zts Alusikafit;c/Je Wer.ke, Vol. 3 (Leipzig: Breitkopf & 
Hartel, 1907-1937), pp. 1-2. 
projection of Promethean individualism. Byron 's poems of 1816 and his 
A!anfred , whose protaganist lives a life of suffering, make use of the 
Promethean rebel versus tyrant conflict. Goethe 's essay, "Byron 's Manfred," 
acknowledges that Byron absorbed Goethe's Faust into himself.17 
Prometheus' multi-dimensional role as creator, destroyer, rebel and 
individualist appealed to Byron 's romantic perception of himself. And finally, 
Beethoven's ballet Creatures of Prometheus of 1801 , certainly cannot be 
ignored as a harbringer of the Prometheus image in a musical work. 
Barrault, the Saint-Simonian, suggests Prometheus the fire-bringer as 
a symbolic figure in his pamphlet, A ux Ar!J~<?tes , of 1830; yet his reference 
evokes little more than a purely romantic symbol, directed at the artists of 
the period. 
The artist is not a weak bird repeating in its cage the tunes which its 
master has taught it. Rather he soars aloft freely , he glides above the 
earth and close to the heavens; it is from there that his inspired and 
often prophetic voice makes itself heard. It is not lightning which 
descends with him but a pure, peaceful, sacred fire capable of setting 
all hearts ablaze!18 
Locke notes this simlarity between the imagery of Barrault and Liszt. 
calHng the images in Liszt "Saint-Simonian echoes."19 In light of the fact that 
the illustrative language owes just as much, if not more to the early romantic 
tradition than to Saint-Simonian literature, this passage is better 
characterized as echoing the broadest concerns of romanticism. 
17 johann Wolfgang von Goethe, "Byron's A!anfred", The Permanent Goethe ; 
trans. Thomas Mann (New York: The Dial Press , 1948), pp. 586-587. 
18 Locke, "Liszt 's Saint-Simonian Adventure," p. 213. 
19 Ibid , p. 220. 
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Refering to Pythagoras. Plato and Aeschylus, Liszt extols the 
supremacy of music in the past. He suggests that it reclaim "the job of 
preserving and transmitting all truth as wisdom."20 He derides the 
separation of politics, art and science, arguing for the reconciliation of these 
three powers to create a harmonious whole. Ralph Locke correctly describes 
this clear statement of the trinity of politics, science and art as a direct 
repetition of Rodrigues in his lettres sur fa Politique et Je .Religion .21 
Liszt then attempts to classify the term musician as currently 
understood in society. Following Rousseau 's model in the IJictionnaire de 
Afusique , he divides musicans into three classes: performers; composers; and 
teachers. He says that music critics do not deserve the title of musician, and 
form a class by themselves , because most of them "have not deigned to learn 
much beyond the seven notes of the scale."22 
Significantly, Liszt does not suggest a particular role that any of these 
designated musicians must play in society. Rather , his specificity only 
concerns a person 's actual activity; it does not indicate a hierarchical system. 
Clearly the "public [has) the job of classifying [musicians) with regard to big 
or little talent, classic or romantic, boring or naive, vulgar or sublime, etc., 
etc .. "23 He only makes the qualification that all musicians are either artists 
or artisans. True artists engage in "ethical creation. the manifestation of 
human progress, at the cost of devotion and the most painful self -sacrifice, 
20 Liszt, "De la Situation . . . ," GM (May 10, 1835); from Cpr, p. 8. 
21 Locke, "Liszt's Saint-Simonian Adventure," p. 218 . 
22 Liszt, "De la Situation . .. ," GM (May 10, 1835); from Cpr, p. 11 . 
23 lb1d, p. 12. 
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the object of persecution, ridicule and envy."24 Artisans are commercially 
oriented and "are loud of speech, earn money, boast about themselves . . . . "25 
Demonstrating his perception of the low esteem in which musicians 
have been held, Li~zt u~e~ the example of the influence that poet!~ , 
philosophers and writers have had on government by appointments to 
political posts . 
. . . For a few years now, three poets, Chateaubriand, Canning 
and Martinez de la Roza, have been at the head of the government of 
three powerful nations. while no musician has ever had a large 
political influence on the destiny of his country. It is true that the late 
emperor of Austria knighted Paganini almost around the same time 
that Lamartine and Monsieur Viennet each represented a different 
facet of contemporary poetry(in the House of Representatives.) 26 
Clearly Liszt is not motivated by the Saint Simonian interpretation, whereby 
the artist acts as a mouthpiece of the government, and must "propagat[e] 
ideas in a powerful manner , to assure their success and their gradual 
acceptance into the world ;" rather, he simply wants musicians to be in 
powerful and respected positions in society.27 
In keeping with the style of representative romantic writers such as 
George Sand, Liszt uses specific narrative examples to convey his thoughts 
on the general situation for all performers. A performer who manages to be 
commercially successful finds himself forced to write pot-pourris of familiar 
operatic melodies and tuneful pieces designed to appeal to the paying public, 
or to teach students for long hours and little pay. In his description of the 
24 Ibid. p. 12. 
25 Ibid. p. 12. 
26 Liszt, "De la Situation ... ," GM (May 17, 1835); from Cpr, p. 15. 
27 Emile Barrault. A v.x Arti ftes : fJv Passe et de / A venir des JJeav.x-Arts 
(Paris: Alexandre Mesnier . 1830 ), p. 77-79. 
proverbial talented performer, a "young man with sunken cheeks, tired anci 
sickly pallor" comes from the country to Paris with poetic and ambitious 
illusions to study music at the Conservatory.28 This young man has no 
money and scarcely receives lessons --only three quarters of an hour 
weekly. Naturally he hasn 't the means to hear or see good performers; with 
no real link to them he becomes disillusioned and despondent. As destiny 
will have it, he returns unfullfilled to the provinces, relegated to no more 
performing than an occasional song for his supper. 
Liszt mentions Berlioz, whose " two symphonies, two great poems, put 
Paris all aflutter."29 He then details the re jections and disappointments 
Berlioz faced in dealing with the practical world of theatres . choirs .and 
performing institutions whose material support he needed to realize his 
ideas in performance. Berlioz had been informed by Veron, the director of 
the Opera, that "Ju:~ theatre was not an experimental theatre; consequently 
reason and logic . . . did not allow the opera administration to put on a work 
of the author of the Francs:/uges ."30 Liszt describes the refusal of Berlioz's 
work at the Opera-Comique as well as at the Italian opera house. Liszt was 
not alone in considering Berlioz as the epitome of the romantic artist-
musician. In Sand 's Lettres dun Voyager , the 1836 ·letter to "Everard '" 
[Michel de Bourges], discusses the situation of artists, using Berlioz similarly 
as an example of the true artist; "very poor, very brave and very proud."31 
28 Liszt, "De la Situation .. . ," GM (July 26, 1835 ); from Cpr, p. 24. 
29 Ibid, p. 26. 
30 Ibid, p. 27. 
31 George Sand, Lettres dun Voyageur, trans. Sacha Rabinovitch and 
Patricia Thompson. (Middlesex England: Penguin Books, 1987 ), Letter six, 
April 26, 1836, p. 179. 
Liszt makes a parallel between Berlioz's situation and that of the poet, 
Thomas Chatterton. In Liszt's description of the only position offered to 
Berlioz. that of a church musician, he compares the situation to Chatterton 's 
offer from Mr. Beckford to be his personal valet.32 Chatterton, known in 
France primarily through de Vigny's play, Cbatterton ,which opened 
triumphantly in Paris three months earlier, epitomized the romantic 
suffering artist. In the same letter to "Everard ," Sand also makes a reference 
to the poverty and suffering that Chatterton endured .33 
Liszt proposes to examine individually the organization of the 
Conservatory, the lyric theatres, philharmonic societies, concerts and church 
music, with the intention of citing their problems and suggesting solutions. 
He primarily criticizes the fact that for all these institutions, material support 
remains dependent on various outside factors, such as the government. 
Financial stability must be assured for them to have a positive effect on 
society. In this extremely lengthy section of the essay, Liszt echoes many of 
Fetis' thoughts on music education and suggests ideas similar to Mainzer 's 
public music classes; though Mainzer 's ideas relate most directly to the 
prevailing Saint -Simonian view of the moral value of art. He feels that if all 
members of society partake in some sort of musical activity during their 
leisure hours, their productivity in society would be enhanced, a moral effect 
which Liszt does not acknowledge.34 
Liszt complains that the educational institutions do not take care of 
their students, using as examples various occurrences since the july 
32 Liszt, "De la Situation . .. ," GM (july 26, 1835 ); from Cpr, p. 28 . 
33 Sand, Lettres dun Voyageur, Letter six , April 26, 1836, pp. 180-181. 
34 Mainzer , Music and Education (Ireland: Boethius Press, 1985 ), pp. S-8. 
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revolution: reduction of Conservatory salaries; dismissal of a composer from 
the king ·s chapel; the death of Alexander Choron and the closing of his choir 
school; and the dismissal of the violinist Pierre Baillot from the Opera 
because he refused a cut in pay imposed by the new director Louis Veron. 
Liszt recognizes the fact that Paris is fortunate to possess a 
conservatory, as many other of the European capitols do not have a music 
school. He describes his initial awe of the Paris Conservatory and admits 
later bitterness towards it after Cherubini refused him entrance because of a 
restriction against foreigners. Liszt protests the kind of restriction inherent 
in the institution: too many mediocre musicians who produce too many 
mediocre students exist along with the famous and meritorious teachers 
employed by the conservatory; students who must pay out of their own 
pockets for lessons with teachers who are not connected with the school, in 
order to continue with the same teacher from year to year- and similar 
injustices. 
Whereas Liszt admires the concerts at the conservatory, he sees their 
quality as a fortuitous exception; after all, they had only just been 
established in 1829. In addition, Beethoven symphonies dominate their 
programs, which lack well performed vocal and chamber music. Liszt 
demands more frequent and varied concerts which achieve "a double object 
of conservation and progress, concerts whose program is divided between 
the works of Weber and Beethoven, without forgetting ... Mozart, Haydn, 
Handel, Bach and all the great masters, ... and the new productions of little-
known and contemporary composers."35 He suggests regular evenings of 
35 Liszt, "De la Situation ... ," GM (August 30, 1835 ); from Cpr, p. 44. 
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chamber and other music for smaller ensembles. He also demands a 
separate department for the history of the literature and philosophy of 
music. 
Liszt claims that, unlike the conservatory, positive public opinion 
protects the two lyric theatres in Paris: the Opera and the Italian Opera. 
However, he blames the directors of these two houses for continuing to 
program substandard works with only the artistry of a famous singer to 
recommend a performance. He condemns the cutting of scenes from works 
such as (iui/Joume Tell. .A!01se , and.lbn juon under the pretext of an 
attractive spectacle. Liszt decries the fact that neither director produces 
works by Gluck. Spontini, Cherubini, Mozart, Cimarosa or works of young 
unknown composers. Veron, the director of the opera, refused to present a 
work of Berlioz because 'The Opera is not a experimental theatre."36 Liszt 
suggests that, historically, the establishment makes this type of comment to 
aU young artists: Weber; Meyerbeer; Schubert and Beethoven. 
He caBs for a true lyric theatre to produce works of the past, the 
present and the future; to be a forum for new ideas. 
The young composers, ambitious to make their marks, wiJJ open a 
large contest and calJ to the competition alJ genres, celebrities. 
abilities, old or new ideas, things or people, in short, everything that 
has strength. valor and life.37 
Liszt declares that the commercialization of the lyric theatres holds up the 
progress of art and the interests of the public. 
36 lb1d, p. 48. 
37 Ibid, pp. 49-40 . 
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Liszt likewise disparages the standards of philharmonic societies. As 
an example. he describes a personal experience he suffered in the provinces 
with a group made up of four violins, one viola. one cello. a flutist who was 
perpetually ill. a clarinetist without his clarinet and one horn. The group 
lacked double basses, an oboe, bassoons, trumpets, and trombones. The 
director of the society informed Liszt that those who were present filled in 
the missing parts. Nevertheless. Liszt admits that "still they [philharmonic 
societies] contribute to develop, [and] to stimulate musical taste in France."38 
He suggests a centralized institution to set standards and to provide proper 
forces for performance. 
Liszt maintains that most concerts use music as nothing more than a 
pretext for a social occasion. He also complains that Paris lacks the two 
physically and morally indispensible things involved in the presentation of a 
concert: a hall and musicians. He describes the power wielded by the Societe 
des Concerts, the Italian theatre and the Opera, in controlling the location 
and content of performances during the musical season in Paris. 
Like Liszt, Fetis felt that art must be made accessible to society, and 
that since the revolution of 1830, the state of music had suffered.39 He 
mentions how the tenuous positions of the faculty at the conservatory 
contribute to mediocre educations.40 Fetis ' views on educational programs 
encompass much more than the Conservatoire and other professional music 
38 Ibid , p. 53. 
39 Fetis, "Examen de cette question: Si la forme des gouvernements libres est 
favorable aux arts et particulierement ala musique?" RM. XI (April 23. 
1831 ), p. 91. 
40 Fetis. "Considerations sur les reformes nouvelles." RM. I I ( 1828), pp. 559-
560. 
schools. He wants to educate the entire nation, not just those who possess 
musical talent. 
Fetis writes optimistically about the same issues as Liszt in an article 
seven years earlier. He feels assured that the increase of concerts, the 
formation of numerous philharmonic societies, the establishment of musical 
festivals, and development of Choron's choir school would "in the end enable 
the musical education of the French nation to achieve a desirable degree of 
perfection.''•U In a sense, Liszt takes up where Fetis left off in this section of 
his essay. 
Fetis finds more constructive solutions to the material suffering of 
artists than Liszt; he insists that "the Minister and the Chambers will make it 
their business to develop more and more the resources one would expect 
from the government."42 Liszt's only mention of involvement of artists in 
government expresses his desire for a musician to be appointed to a 
government post.43 Fetis also recommends a comprehensive self -sufficient 
program.44 
Liszt disparages both teachers and critics for having no concept of true 
art and being completely untrained in music. He claims that most of them 
are only interested in music's monetary aspect. His complaints, though more 
general, reflect those of the writer in the 1832 anonymous review of Fetis ' 
41 Fetis, "De !'education sociale en ce qui concerne la musique," RM, VII I 
(May 29, 1830), p. 113; trans. in Bloom, Fran(:OJ:r-josepb Fetir and the /revue 
Musicale (Ann Arbor: University Microfilms, 1972), p. 387. 
42 Fetis, "Sur l'Industrie Musicale," RM , X (January 1, 1831 ), p. 228, trans. in 
Bloom, "Fran<;ois-joseph Fe tis ... " , p. 390. 
43 Liszt, "De la Situation .. . ," GM (May 17, 1835); from Cpr , p. 15. 
44 Fetis, "De la necessite des associations pour preserver la musique de sa 
decadence en France ," RM, XI (April 9, 1831 ), pp. 73-7 4. 
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Cours de P.bi/osop/11e Musicale . That writer states, "[to be a critic] it is not 
enough to be just an artist or just a man of Jetters ." 45 He wants to take into 
consideration one more factor ; the peculiar ability of the artistic critic to 
communicate the hidden and the inexpressible. Liszt suggests an evaluatory 
exam for critics to take before publishing their writing. Similarly, George 
Sand, a year later, in a criticism of critics in her lettres dun Voyageur , 
states that each paper should have a jury to pick a worthy critic, because "a 
bunch of youngsters without education, taste or experience shouldn 't be 
allowed to judge their eJders."46 Although she presents more specific 
guidelines for critics than Liszt, like him she wants to deemphasize the 
commercial aspect of journalism; talented and trained writers should view 
criticism as a duty rather than a career. 
Liszt attaches a separate essay fragment to the section which discusses 
church music. He identifies it as a fragment from an article that he had 
written in 1834.47 Here he declares that art must take the place of the gods 
and the kings of ancient times, since art directly manifests God. 
The gods are no more; kings are no more; but God endures, and the 
people arise. Therefore we do not doubt art at aH.48 
This statement, a remarkable foreshadowing of Nietzsche's despairing "God 
is dead," is likewise characteristic of the nineteenth-century's concern over 
the absence of a universal mythology applicable to contemporary times. 
45 [Unsigned]. Review of Fetis' Cours de Pbifosopbie Musicale , LA, II I 
(1832), p. 199. 
46 Sand, lettres dun Voyageur , Letter eleven, September, 1836, p. 289. 
47 Liszt, "De la Situation ... ," GM (August 30, 1835 ); from Cpr, pp. 65-67; the 
original 1834 article of Liszt's has never been found . 
48 Liszt, "De la Situation ... ," GM (August 30, 1835 ); from Cpr, p. 65. 
Liszt claims that due to the process of self -destruction in the 
traditional institutions of religion, art can no longer use the religious 
ceremony as"a stage for its magnificent manifestations." 
Music must recognize God and the people as its living source; must 
hasten from one to the other, to ennoble, to comfort, to purify man, to 
bless and praise God.49 
Various scholars identify Lamennais as Liszt 's source for the section on 
religious music, with emphasis on the fact that he spent a couple months 111 
1834 at Lamannais' home .~O The idea of music used as a unifying and 
religious force had its counterpart in Lamennais 's Paroles di.Jn Croyant , 
although he did not discuss art in this work . Lamennais · Esquhse of 1840 
expressed more clearly the civilizing function of art.51 
On the other hand , Ralph Locke takes this fragment on religious music 
and traces it to Saint-Simonian thought . To support his views, he cites Liszt 's 
mention of the "humanitarian" musical ideal held up by theAfarseJJJaife , a 
song favored by Rodrigues and other Saint-Simonians .~2 Locke confirms his 
interpretation by quoting from the beginning of the main part of this 
installment published on August 30th, that the social and religious functions 
of art "had first been presented by a certain 'society of men ... who taught 
the new trinity of science, industry and art. '"~3 This "society of men," 
49 Ibid, p. 66; trans. Merrick, l?evo/utiona.nd l?eligion ... , p. 19. 
~o Therese Marix-Spire, Les l?omantiques et Jo Musique (Paris: Nouvelles 
Editions Latines, 1954), pp. 435-440; Leon Guichard, "Liszt et la Litterature 
Fran~aise," l?evue de Musicofogie 56 ( 1970), pp. S-6. 
51 Alexander Main, "Liszt's Lyon : Music and the Social Conscience," 1 .9t.IJ -
Century Music IV ( 1981 ), p. 239. 
52 Locke, "Liszt 's Saint-Simonian Adventure," p. 221 . 
53 Ibid, pp. 221-222 . 
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doubtless refers to the Saint-Simonians. However, on a close reading of this 
passage, it becomes clear that above all Liszt wants to show that the social 
and civilizing power of art no longer provokes controversy. To illustrate 
exactly how much the idea of the social power of art pervades society, he 
indicates the lack of protest against the unprecedented ideas of the Saint-
Simonians. 
Today, people that we meet do not dream seriously of calling into 
question the civilizing power of art; --the star is too high up and its 
rays too bright for the most blind themselves not to be forced at least 
into silence; and in that respect, such is the agreement of opinions and 
genuine feelings, however contradictory and divergent from each 
other; such is the implied or admitted unanimity of the most opposed 
people . .. , so that when recently, a society of men that some have 
judged more likely to be persecuted by slander, ridicule and the law 
than by being listened to and combatted with fair arguments, when, I 
say, this society proclaimed, preached and taught the new trinity of 
science , industry and art , not one voice rose up and protested 
against this strange unprecedented idea. of the new apostles who 
claimed to realize fantasies , phrases, colors , sounds by 
governmental means and thus to confer on poets, writers, painters, 
musicians. on ARTISTS in a word , a true religious and social function .54 
The last installment of Liszt's essay reflects de Vigny's preface to 
Chatterton in the nature of its outbust about the misery suffered by artists, 
and the consequent suffering of art. 
FOR THE ARTIST: 
Suffering, humiliation, grief, misery, solitude and persecution. 
FOR ART: 
Shackles, exploitation, reforms, economies, incomplete or faulty 
establishments, gags and ba.ndcuffs.55 
54 Liszt, "De la Situation ... ," GM (August 30 , 1835); from Cpr, pp. 32 -33. 
55 Liszt, "De la Situation ... ," GM (October 11 , 1835); from Cpr, p. 68. 
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De Vigny's C!Jatterton perpetuates the image of the persecuted and 
misunderstood artist in France, yet demands the restoration of the rights of 
the artist. Liszt urges artists to "penetrate more deeply into the close union 
between music and poetry, religion, the human heart, the whole man, body 
and soul, its mysteries and real meaning reveals itself at the same time to 
us."56 Then, like de Vigny, Hugo and Lamartine, he calls on all artists to 
become active in a religious and social mission to expedite the progress and 
development of art and artists. Liszt makes the transition from the inner 
creative activity of art to its role in society in a way characteristic of these 
social romantics. He offers a proposal similar to Fetis' proposal of an 
association to sponsor ten biweekly concerts and provide for a large 
orchestra and chorus, a new concert hall and a 1ibrary.57 Liszt proposes the 
founding of a five year course in religious, dramatic and symphonic music 
with governmental support, the development of a music school outside of the 
conservatory, music education in primary schools, and general assemblies of 
philharmonic societies. He also suggests a "musical pantheon;" an anthology 
of music from the Renaissance to contemporary times complete with 
biographies and explanatory notes. 
The content and style of Liszt's essay defies classification. Liszt's 
biographers have spent much time discussing the various personal, 
philosophical and social influences on him that caused him to write and 
publish the essay. The most frequently cited influence was his contact with 
the Saint-Simonian movement. As seen in analysis, clearly he does not act as 
56 Ibid I p. 70. 
57 Fetis, "De la necessite des associations pour preserver la m usiq ue de sa 
decadence en France," RM , XI (April9 , 1831 ), pp. 73-74. 
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a mouthpiece for Saint -Simonian doctrine. Certainly the social romantic 
ideas of de Vigny and the reforming tendencies of Fetis are more pervasive. 
His passing references to the Saint-Simonians can be seen as a symptom of 
his multifarious acquaintance with contemporary ideas, rather than an 
overwhelming devotion to the specific cause of Saint-Simonianism. 
CHAPTER SIX 
Conclusion: Liszt's Essay in the Light of his 
Musical Activities during the 1830s 
Observing the relationship between the ideas proposed by Liszt in his 
essay and the compositional and music performance activities that occupied 
Liszt during the 1830s certainly contributes to a better understanding of his 
intellectual and political orientation during that period. As stated 
previously, his early years were spent concertizing as a child prodigy around 
Europe. The few pieces he composed during those years were mostly 
imitations of his teacher. Karl Czerny, with whom he studied in Vienna from 
1822 to 1823.1 Recently, Dieter Torkewitz has noted Liszt's contrast of 
stable periodic structure with unstable harmonic motion in these quite early 
pieces.2 Torkewitz also undertook a thorough study of Liszt 's sketches from 
1829 to 1833. He uncovered some highly original, yet very incomplete 
compositions. 
Torkewitz discovered , in addition, that a significant number of these 
sketches relate in various ways to later compositions of Liszt. In his 
examination of the sketches in the sketchbook, Ms N6 housed in the 
Weimarer Goethe- und ~"chiller- Archiv, he discovered a "hymn" from which 
it seems Liszt took the main theme for his later piano composition "La 
Chapelle de Guillaume Tell," and he noted a sketch for the 1840 piano 
version of Mazeppa . In addition he found harmonic uses which he related 
1 See Timeline in the Appendix. 
2 Dieter Torkewitz, Harmoni~ches .fJen.ken im .Fruhwerk .Franz Li~zts 
(Munchen: Musikverlag Emil Katzbichler, 1978 ), pp 13-25. 
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to later works such as the B minor Sonata, the Faust Symphony, and 
Prometheus. 
Torkewitz al~o remarked on the numerou~ verbal in~cription~ in the 
sketches of piano compositions, and attributed this practice to Liszt's 
acquaintance with the French romantics. Among the examples of this, he 
pointed out a quotation heading a fragment dated 21 October, 1831: "I 
certainly know what I do not want but I do not not know yet what I want. 
Cromwe11."3 In a sketch dated 14 December 1831 . sentence fragments 
underlie the notated sections of the music: "Behold ever thing that has past-
my childhood is no more [. .. ; ] she is dead for [. .. ;] since I still am living 
I. .. ;] would have perished the day I was born."4 In another sketch 
Torkewitz identified Liszt's references as quotations from Chateaubriand 's 
J?ene . He also uncovered a fragment entitled ''Nuages," a foreshadowing of 
Liszt's "Nuages gris ," from 1881. 
Certainly, these sketches indicate that even this early, Liszt 
demonstrates a powerful interest in the connection between poetic or 
literary texts and music. Indeed, in his few original published works during 
1834-S. this interest continues. His piano composition "Harmonies poetiques 
et religieuses ," written by October 1833. reflects a fascination with the 
conjunction of religious expression and music. The title was based on a cycle 
of poetry of the same name by Lamartine; yet in the sketch, for which 
Torkewitz suggests 1832 as a date, Liszt uses a quotation which has nothing 
to do with Lamartine, and instead includes an allusion to Schiller.S In the 
3 Torkewitz. Harmonisc.bes .Deni·en im Fru.bwerk Franz Liszls , p. 36. 
4 Ibid., pp. 44-46 
5 lb1d., p. 52. 
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published version. Liszt prefaces the work with a fragment from Lamartine 's 
"Avertissment des Harmonies poetiques et religieuses:" 
There are meditative minds, whom solitude and contemplation 
insensibly raise toward infinite ideas, that is to say- religion. All their 
thoughts turn into enthusiasm and prayer, their whole existence is a 
silent prayer to the Deity and hope; they seek in themsleves and in 
the creation which surrounds them, degrees to raise them to God, 
expressions and images to reveal themselves to Him , to reveal Him to 
them! Would that I could in these harmonies assist them! . . . 6 
This work is the first of Liszt's published works to show true orginality in 
form , rhythm and chromatic harmony. It has no key signature and the form 
is quasi-improvisory. The barring is irregular ; in one instance. Liszt wrote in 
the numbers for every beat for two bars of seven-eight and four -eight time. 
Later Liszt revised this piece for his group of pieces. Harmonies poetiques et 
religieuses. and entitled it "Pensee des morts."7 
Several other works from this period show a similar relationship 
between text and music. In 1835 Liszt began work on the Album dun 
voyageur , the model for the Annees de pelerinage . The first section. 
Impressions et poesies. was first published in 1839; undoubtedly some of 
the compositions were completed before then. The titles of the pieces show 
references to popular romantic images as well as to the romantic author 
Etienne Pivert de Senancour. 
Of course, one cannot conclude anything about the influences on Liszt's 
literary works solely from a survey of the musical compositions in which 
Liszt showed interest; however, it does not seem that Liszt involved himself 
6 Liszt, Li~zt Society Publications , Vol. 2 (London: Schott. [ 1950?]). p. ii. 
7 "Pensee des morts" is the title of a poem in Lamrtine 's cycle Harmonies 
poetiques et religieuses . 
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in the kind of musical activities which the Saint-Simonians advocated. The 
Saint-Simonians made clear their view of the social use of art and artists. 
Even in Saint-Simon 's 1819 house organ. L 'Organisoteur , a compendium of 
his ideas in their infancy, he shows signs of perceiving music as a tool for 
social change. He suggests that musicians be housed in a certain area "for 
the purpose of igniting in the residents of the area the passsion for the 
development of which is required by circumstances, for the greatest benefit 
of the nation."8 Two years later he, together with the composer , Claude-
joseph Rouget de Lisle, produced a song entitled, "Premier Chant des 
industriels ." The message of the text praises "children of industry", with the 
desire that they be the "hope and pride of the fatherland ." To encourage 
participation of the people and to provide an accessibility not afforded by 
orchestral or chamber music, vocal music became the basic medium of the 
Saint -Si monian movement. 
Indeed, by the beginning of 1833. the fundamental activity of the 
musicians involved in the movement was the composition of chansons; Saint-
Simonian chansons were simple, strophic songs whose text was of primary 
importance. Many tunes were reused with new texts, so that they could be 
sung at meetings with little or no rehearsal. The "Marseillaise, " that hearty 
survivor from the French Revolution, viewed as a chanson in need of textual 
revision in order to incorporate it into post-july revolution society, received 
dozens of new texts. 
Dieter Torkewitz, Harmonisc.lles IJenken im Fru.llwerk Franz Liszts 
(M unchen: Musikverlag Emil Katzbichler, 1978), pp. 13-23. 
8 Torkewitz. Harmoni~c.lles .Denken im Fru.llwerk Franz Li~zts , p. 36. 
8 Quoted in Ralph P. Locke, Music, Musician.~ and t/Je Saint-51/nonians 
(Chicago: University of Chicago Press. 1986), p. 32. 
Liszt certainly did not participate in any compositional activities with 
a direct relation to the Saint-Simonians; Alexander Main suggests. however, 
that the composition Lyon , written around 1837-8, symbolizes a socially 
inspired program of"encouragement and solace, ennoblement, and the 
promise of a better day." This program was outlined in a open letter to 
Adolphe Pictet written by Liszt and his mistress Marie d'Agoult and 
published in the Gazette musicale de Pari~ on February 11 , 1838.9 For this 
work, Main expresses, among other things, Lamennais' profound influence on 
Liszt. Certainly Liszt placed a revolutionary slogan in conjunction with this 
piece: "Live working or die fig hting." Undoubtedly this piece was some kind 
of response to the suffering of Lyon's working class. 
Certainly many of the same influences which fed into Liszt's 1835 
essay are apparent in his musical activities of this period; the sketches 
include references to de Vigny , Chateaubriand and Lamennais among others. 
Perhaps Liszt 's ideas presented in his essay may best be seen as a synthesis 
of the ideas of de Vigny, Hugo, Barrault, Fetis and Lamennais and others 
filtered through the particular romantic sensibility of one who had 
experienced rejection himself. Main clearly delineates the problems 
inherent in dealing with the influences on Liszt. He found too much 
conflicting evidence, and above all, the overriding importance to Liszt of the 
freedom of the artist, to ascribe to him any specific adherence to a social 
doctrine; "Admiration and friendship might remain, but the rights and 
responsibilities. of the artist had to be asserted."10 Locke seems convinced, 
9 Alexander Main, "Liszt's Lyon : Music and the Social Conscience," 
Ninteent!J -Century Music IV ( 1981 ): p. 232. 
10 Main, "Liszt's Lyon ," p. 240 . 
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however, that the true source for Liszt 's writings remains Saint-Simon and 
his small army of disciples. I have already spoken of the danger in 
overemphasizing individual aspects of the essay, which results in an 
inaccurate reading of the work . Yet undeniably, many of the messages of 
Liszt's essay are romantic literary conventions of the era. His references to 
many contemporary causes and ideas remain more a symptom of his interest 
in the variety of social groups surrounding him. Since the French Revolution 
and more recently, the crisis in 1830, all France, particlularly Paris, had been 
alive with social and political ferment; Liszt, like so many other romantics, 
was swept up in this turmoil, and was doing his best to assis t his fe llow 
artists so they could produce the work of whose qualitative efficacy he had 
such high hopes. 
IIi 
" 
APPENDIX: LISZT'S ACTIVITY FROM 182 4-1840 [alJ works published in specified year unless indicated ] 
COMPOS IT IONS 
1824 Huit vu.riaJions: 
182) 
Sept vu.riaJions brilla.ntes sur un 
tiJeOJe de .Ros·sini: 
Impromptu bnlla..at sur des tileme~­
des.Rossiai et Spontini p .l82): 
AlleJ'rO dibravura p . 182): 
Ro11do dibrsvura. p .l82) ; 
f}oJl SJJncilel opera 
1826 Etude en douze exert.".i:;--es 
1827 Scb~J"ZZ in g unp . 
1828 
TRANSCRIPTIONS WRITINGS PERFORMING 
Paris concerts: English 
concert tour in summer 
Paris concerts; Opera 
performed on Oct. 17 
in Paris: Concert tour 
of France; English 
concert to 
Concert tour of France 
and Switzerland 
Concert tour of London 
in May-June: after 
death of his father . 
he ceased performing 




COMPOSITIONS TRANSCRIPTIONS WRITINGS 
1829 
1830 Sketches for .Revo/ulion 
S,vmplwnr 
1831 
1832 ll'a/IZ in A: 
1833 
Began f)uo Sonala. based on 
Chopin 's Mazurka op . 6. no . 2 
1834 Apparitions; 
Harmonie poetiques et 
re/igieuse p . 183); 
Grand fanla..>·ie sp'Dlpiwnique 
on themes from Berloz's 
Ltf/io unp; 
Grosses KonzerlslllcJ: LJber 
Afendelsso.bns Lieder o!J.ne ll''o.rl.e 
unp .; 
Auber: Grande lanla..>·ie 
sur Ia Tyrolien.ne de / 'op enJ. 
de La. Fia.n cee 
Rossini : Variations sur une 
man::!Je du Siege de Co.rinthe unp . 
Paganini : Grande fan1a.si;1 de 
bravouresurla. t:hoc.belle p . l834 
Berlioz: L Idee fixe; a.nda.nl.e amoro.}'O ; 
Berlioz: S,vmphonie FuJJiaslique 
p .l834; 
Berlioz : Ouverlure des Fran cs-j 'uges 
p . 184); 
Schubert: Pie Rose 
"De la musique 
r eligieuse" p . 1835 






Paris co n certs 
" " 
COMPOS IT IONS 
1835 Finished DuoSo.aala. ; 
Began Album dun Vo,va~eur 
I. II. Ill p . 1842 (complete) 
1836 Album d'u.a ftoyageur Ill; 
Album dun Vo,vageur L II p . 1840; 
Fa.a/a.)ie roma..alique sur deu 
melodies suisse ; 
Cra...ad V11lse di bravura. ; 
.Rondeau fa..a/J.l.)"'J'que sur un 
un themeespa.nol p . 1837 
1837 Vingt-qua.tre gra.ndes 
etudes p. 1839 (only 121 ; 
Z weiSaLZe unga.rischen 
Cha.raJ:t.ei'S; 
Began A.aoeesde pel-
eri.ana.Ke , deux1"eme 
a.a.aee, lta.l.J'e p . 1858 
TRANSRIPTIONS 
Halevy: .Remi.11isce.aces de 
La juive p . 1836 
Berlioz : Ha.roid en 
/ta/ie p . 1879; 
Rossini : 2me fa.a/a.)"'Je 
sur des Soirees mu.>·ica/es 
p . 1837; Pacini: /).ive.rlissment 
sur Ia cavat.ine (from Niobe); 
Donizetti : A-farcbe et cavatine 
de Lud'e de Lammermoor 
p . 1841 
Bellini : Hexameron ; 
Beeth oven : Symph # 5. 6 . 7 
p . 1840; 
Bertin : E.>weralda . air chant 
from Esmeralda ; 
Schubert : "Lob der Tranen" 
p . 1838 
WRITINGS PERFORMING 
"De la situation 
des artistes et leur 
position dans la 
societe" in Gazelle 
Afu.,-it.elle de Paris; 
Began Lellres dun 
bachelier-es-musJ'que 
in various journals. 
to 1840 
"On poular editions of 
of important works" 
Paris con certs 
"On Meyerbeer's Concerts 
Les HuguenotS; " in Paris. Solo 
"Thalberg's Cro.nde concerts. Duel 
fa.ntasie und capriceS;" vith Thal-








Paga.nini p . 1840; 
Gra.nd galop c1Jroma.tique 
1839 Tressonetl.ide Petrarca 
p . 1846 [songs ) 
Valse mela.aclJolique 
p . 1840; 
[21 Hungarian themes and 
rhapsodies) p . 1847; 
La. roma.nesca p . 1840; 
"Angiolin dal biando crin" 
p . 1843 [song); 
Cont.:erl.o no. 2 A 
revised 1841-61 
TRANSCRIPTIONS 
Donizetti : Nu.ilsdi.Ut}a 
Pau/1.>"1/ippe p . 1841 : 
Mercadante : Soirt}es 
ilalienne p . 1839: 
Rossini : Ouverlure de 
/ opera Gw/Jaume Tell 
p . 1842; 
Schubert: 12 lieder; 
Schubert: "Gondelfaher" : 
Schubert: Sc1Jrra.nengesong 
p . 1840 
Bellini: Fanla.sie sur de.)· 
mot./fs fa. vor.is de 1 opera 
La Sonna.mbula p . 1842; 
Schubert: 3 melodies 
1Jongrvises p . 1840; 
Schubert: ll'int.er.rei.se 
p . 1840 
WRITINGS PERFORMING 









1840 Calop de bal; Beethoven : 6 geiscliche 
Alalediction [pf/orch]; lieder op . 41 p . 1841: 
Alaze.P,pa p .1847; Mendelssohn : 7 lieder 
Aforrcaude.)"iJ/on, etude p . 1841 ; Schubert: 8 
de perfectionnement p . 1841; geislliche lieder p . 1841; 
Venezia e Napolilorig vers.]; Donizetti : Reminiscences de 
"11 m'aimait tant" p . 1843 lacre.z.ia Borgia p . 1841; 
!son&); Weber: Fantasia on themes 
"AmRhein" p . l8431song]; from IJe.rFreisclult.z unp . 








Concerts in Hungary 
Vienna. Prague. Dresden . 
Leipzig . London , 
Brussels and the Rhine ; 
Fall tour of British Isles 
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